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ABSTRACT

Intercultural Perspectives in Music Appreciation:
A Survey of Five-College Textbooks
(September,

1981)

Beverly Holmes Gartin
B.M.,

Southern Illinois University/Carbondale

M.M.,

Southern Illinois University/Carbondale
Ed.D., University of Massachusetts

Directed by:

Professor George E. Urch

The purpose of this study was to assess the inter-

cultural perspectives provided in the Five-College music

appreciation textbooks and the relationship of those textbooks to the courses in which they were used.

College consortium of Western Massachusetts

The Five-

— Amherst,

Hampshire, Mount Holyoke and Smith Colleges and the University of Massachusetts

— provided

the context for the study.

The study also included an exploration of ways in which
the textbooks and courses might be developed further to

increase their potential for promoting intercultural concerns among students
Five research questions guided the study:

1)

does the literature suggest as to the rationale for
vii

What

int©rcultu 2ra.i dirnGns ions in music 3.pprsciation

textbooks?

2)

What is the scope and content of inter-

cultural material included in the textbooks?

3)

What is

the context for music appreciation textbooks in the Five-

College consortium?

4)

How do the textbooks relate to

other factors in the music appreciation courses?

5)

what

needs to be considered if the intercultural perspectives
are to be developed further in such textbooks and in the

courses in which they are to be used?

A set of thirteen anthropologically-inspired criteria were developed along with a data-collect ion instru-

ment designed to assess the intercultural perspectives in

music appreciation textbooks.

Five-College music apprecia-

tion instructors were interviewed to help determine the
use of the textbooks and the relationship of intercultural

perspectives in the textbooks to those provided by the
instructors.

Data was collected concerning enrollment,

alternative music courses for non-majors, and general
information about courses and the instructors

Review of the literature and the data led to identification of needs and constraints surrounding the issue
of interculturalizing the music appreciation textbooks

viii

and courses

.

The five areas around which needs and

constraints were identified are
3)

textbooks,

4)

1)

institutions, and

music,
5)

2)

instructors,

students.

Alterna-

tives for addressing the concerns were made implicit in
the statement of needs and constraints.
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CHAPTER

I

INTRODUCTION

Overview

the earth grows smaller, we need, a wider perspective or we face tremendous problems
We cannot
find a lasting solution to our problems through
hatred.
if there is love, kindness, friendship,
patience and trust, then there is hope. it is a
universal responsibility.
(Dalai Lama, 1979:37)
.

.

.

.

.

The "wider perspective" of which the Dalai Lama

spoke is the focus of this study.

It is the perspective

from which people see the differences within societies

and between societies that can contribute to human understanding, a most probable prerequisite to the sought-for

"patience and trust" of which the Dalai Lama spoke.

Tolerance and other virtures, such as "love, friendship,
and kindness," would certainly have a better chance for

growth in an environment of understanding.

Misunderstanding is a byproduct of faulty com-

munication between people of diverse cultures.

The dif-

ferences among peoples are so many that few could be

expected to acquire

a

significant amount of knowledge

about the languages and lives of many outside of their
1

2

own cultural setting.

it is important, however,

that all

people should have increased opportunity to think
of themselves as members of a small planet peopled by various

interdependent social groups who have evolved along various
paths.

There should also be increased opportunities for

experiencing the many facets of those diverse societies
through virtually every subject area in the formal educational setting and in the interculturally aware community
at large

The premise of this study is that in addition to

increased competence in foreign languages and international
study. United States students should experience almost

every course of study as

a

microcosm of

a

society which

reaches out toward the rest of humanity while viewing

themselves from the perspectives of others with whom they
share the globe.

Students should develop a more sensitive

world view and a greater appreciation for diversity in this
way
Music appreciation is the vehicle chosen for inquiry
into strategies for interculturalizing a general subject

area.

Music is the academic specialty of the writer and,

conveniently, is also an integral part of every known

society

3

Problem

Throughout the world, people continue to struggle
against the myriad negative effects of ethnocentrism
bigotry, racism, sexism, handicapism, and all of the

other "isms" which name the misunderstanding and mistreatment of any individual or group by others.

Peace

and understanding among all people has been a constant
theme of poets, sages, philosophers, and religious leaders

and has been hoped for by virtually all of humanity

throughout recorded history.

Recently, however, more

than ever before, the issue has emerged as a strategy
for global survival.

Today it is increasingly apparent

that once small and independent social groups have become

ecologically, economically, and politically interdependent
countries.

Accordingly, the needs for mutual understand-

ing and unity continue to expand while the potential for

misunderstanding grows at an alarming rate.
More and more it is possible for people to choose
an eclectic life style from a veritable smorgasbord of

global alternatives.

Along with the awareness of such

alternatives however, is a high visibility of the

4

inequities that exist from household to
household, from

society to society, and from country to country.
For people who live as a minority culture
within
a larger society, being conversant with
more than one

culture and,

frequently with more than one language, is

tantamount to survival.

Similarly, for people in countries

whose borders are contiguous to each other or to larger,

more industrialized countries, becoming conversant in
more than one language and more than one cultural tradition is sometimes a matter of course and,

in some cases,

is an absolute necessity in day to day living.

cases,

in other

it is a necessary means for access to and mobility

through more highly developed educational or corporate
systems.

Finally, in some countries, there are well-

defined language -culture 1 units among which communication
exists on many levels.

While capabilities for intercultural communication
cannot assure mutual understanding or good will, such

capabilities are a prerequisite to effective interaction
among peoples.

The very act of ignoring this fact is in

itself a blatantly negative fonn of communication.

It

says to people in another culture that what they hold

5

dear and, indeed, who they are is not important
enough
to consider seriously.

Even though the United States has grown from

culturally diverse groups of people, the overwhelmingly

monolingual-monocultural societal emphasis is currently
recognized as

a

major inhibitor of peace and justice in

this country and a major inhibiting factor to the global

interaction of American citizens:

The arrogance of a

people who refuse to know or respect the language, the
culture, the history, the geography, the religious traditions, or the values of other people on whom they are now

recognizably mutually dependent can inhibit and, ultimately, thwart valuable efforts by some to promote a

harmonious order.
The problem of inadequate cross-cultural communica-

tion is both domestic and international.

Domestic dis-

content with intercultural relations is rooted deeply in
the past and continues into the present.

issues are,

in part,

International

related to the domestic concerns.

In the mid-sixties the United States government

was called upon to respond to a wave of minority outrage

and accompanying vehement demands for justice and equality.

6

This profound discontent

vv^s

an outgrowth of the many

years of frustration caused by political oppression,

economic exploitation, and racism.

The response from the

government. tooK many forms including the signing of the

Rights Bill of 1964, social reform programs such
as

the War on Poverty," and social legislation such as

"Affirmative Action."
success.

Such efforts have met with mixed

The populace have demonstrated a lethargy about

moving toward the advocated changes and have shown continued resistance to much of the legislation.
For example,’ a Supreme Court decision of 1954

reversed the "separate but equal" law of 1896 (Lawrence
et al,

1968:103).

an issue.

In 1964,

Twenty-one years later, it is still
100 years after the signing of the

Emancipation Proclamation, President Lyndon

Johnson

B.

signed into law the "most far-reaching civil rights

bill in United States History"

(p.

126)

servative retrenchment in the late 70

's

.

However, conand 80

'

has

threatened any progress made up to the present time and
offers resistance to any continued progress.

Minority groups and social reform activists of
various ethnic identities have continued work to

7

formulate strategies to bring the hope for
justice and

equality in the United States to fruition.

One strategy

has been to reach out toward other members in
the global

society for mutual support.

James Forman,

former Execu-

tive Secretary of the Student Non-Violent Coordinating

Committee

(SNCC)

sought to establish working contacts with AfroAsian members of the United Nations
calling
upon them for moral support in the form of direct
or indirect pressure upon that government which
loudly proclaims its concern for freedom of the
Vietnamese people, yet will not guarantee basic
human rights to black people of this country.
.

(Allen,

.

.

1970:254)

Another approach has been an urging of constant
vigilance among United States Citizens for identification and elimination of cultural biases in every aspect
of curriculum.

Such an approach encourages identifica-

tion with peoples all over the globe in terms of accurate

portrayal of their humanity.

Furthermore, the United

States, as a signatory of the Helsinki Accord, has

assumed the obligation
to encourage the study of foreign languages and
civilizations as an important means of expanding
communication among peoples for their better acquaintance with the culture of each country, as well as

8

for the strengthening of International cooperation.
(Commission/ Backqround 1979:1)*
.

In accordance with this assumed obligation,
Presi-

Carter appointed a Commission to study the state of

Foreign languages and International Studies in the United
States.

In the compilation of background materials for

the commission, political scientist James E. Harf doc-

umented the extent of the deficiency found to exist.
He stated:

On the one hand, many colleges and universities
present glowing pictures of this program or that
center, alluding to numbers served and the impact
made.
But on the other hand, recent evidence that
only three percent of all undergraduates are enrolled
in a course with an international focus
suggests
such a glooming picture that the task before us is
so overwhelming as to throw us all into permanent
states of extreme depression.
(Commission/ Backqround
1979:90)
.

.

.

,

Harf continued in his background statement to document
a need for infusion of a global perspective into each

subject area, noting that even a foreign language course
could deal with global issues in addition to the usual
language and culture emphasis.
*The two documents published by the U.S. President's
Commission on Foreign Language and International Studies
will be referred to respectively as "Commission /Backqround "
and " Commission / Strength
.

9

When the Commission made its report, however,
the
emphasis continued to be on "Foreign Language
and Inter-

national Studies" as subject areas.
a

The idea of providing

global perspective in each course was stated in
passing,

but was not a major point of emphasis.

The following

statement which appeared in the Commission's report
illustrates this tendency:
We must broaden the opportunities of the American
People to acquire knowledge and appreciation of
cultures, languages, and societies not our own
These requirements can be met most successfully
if America's colleges and universities are providing
soundly conceived and adequately financed programs
of international study.
(Commission/Strenqth 1979*
.

.

.

,

70)

The document went on to make a statement which could be

misinterpreted as

a

existing curriculum.

thrust toward interculturalizing
In the context of the study, however,

it referred only to existing programs in foreign language

and international study.
The commission's principal goals have been
within the limitations of current financial realities, to preserve and build upon the existing international resources of higher education and to develop
the new resources that the public interest requires
.

.

(p.

.

71)

As illustrated in this quotation and throughout

the document,

intercultural concerns were treated almost

10

0xclusiv0ly as subject ar0as

.

Ev0n

wli0n

speaking in

t0rms of th0 cultural divarsity within this sociaty,

paopla ara spokan of in tarms of thair amployability
^^thar than in tarms of thair valuabla contributions
to tha total intarcultural community fabric.

Tha follow-

ing statamant illustratas this parspectiva;

Tha Unitad Statas is biassed with a largely untapped
resource of talent in the form of racial and ethnic
minorities who, by being brought into the mainstream
of educational and amployment opportunitias in tha
araas of foraign languaga and intarcultural studies,
can be expected to make rapid, new and valuable
contributions to America's capacity to deal persuasively and effectively with the world outside its
borders.
(Commission /Strength 1979 18
.

.

,

:

)

A premise of this study is that racial and ethnic

minorities have already made valuable contributions to
the United States'

cultural environment.

There are other

contributions which can be made, but there is much which
is

already there to the extent that it is embraced as an

important contribution.

Specialists are necessary, but

there are other reasons for an international or inter-

cultural focus in education.
Louise Hubbard,

for example,

in her article "The

Minority Student in the Foreign Language Field" quoted

11

Jos 0 pli Rodgers who expressed e broadened perspective

regarding the utility of foreign language study;
The study of foreign language by Americans, even if
it stops short of functional mastery, can still be
of great symbolic value, for it can represent a
touch of humility, a touch of humanity, a reaching
out toward other cultures in the hope of achieving
some measure of understanding.
Eventually, developing these attitudes may prove to be even more
important than producing a few more specialists
(Commission/ Backqround 1979:81)
.

To add the humanistic concerns would not necessarily

negate an appropriate response to the urgent need to

supply the necessary personnel for key government and
corporate positions.

On the contrary,

if international

and multicultural study were an integral part of the

educational system, there could possibly be more interest
generated for pursuing language development and international studies as vocational interests.

When people

are made aware that there are exciting possibilities
in interacting with those of different cultures from

the one(s)

in which they are most experienced,

they may

find themselves more capable of electing a lifestyle

which brings them into contact with others, and more
proficient at vocations requiring cross-cultural interaction

.
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If inte r cu Itura. 1 izat ion is to be approached

through disciplines other than international studies
or foreign language, the complex interrelationships
of

accountability and change in the educational system
must be considered.

Because all parts of the educational

system are interdependent, it is difficult to find a

starting place for attacking a problem which affects
the total educational system and the entire community

of whxch it is a part.

The relationship is extremely

complex
College professors are responsible for teaching

elementary through college level instructional personnel.
Many of these professors are those who have deified the
content and perspectives of the old order.

necessarily advocates of change.

They are not

Furthermore, if change

at the college level is instituted via expanded course

offerings, students not previously exposed to the new

emphasis will probably not elect those courses.
To complicate things even further, elementary and

secondary schools are responsive to college entrance
requirements and can only afford to make changes which
will embrace the preparation of college-track students.

13

If elementary and secondary schools did institute
sub-

stantial change, the autonomy of instruction in higher

education would preclude any expectations that colleges
and universities would continue the effort begun on the

other levels.
Finally, people who develop materials are often
the most dedicated and articulate of the same system v/hich

needs changing.

They are guardians of the status quo.

In summary,

facets of the problem of inter-

culturalizing the American curriculum which apparently
still need and deserve more attention are the following:
1.

Apparently there

is not an

appropriate

emphasis on the systematic evaluation of

existing curricula and curricular materials,
a

prerequisite to building effectively on

existing programs
2.

Intercultural concerns, far too often, have

been regarded and treated as separate subjects
of study rather than as dimensions to be

incorporated into various subject areas and
at all levels of education.

As a result.

efforts to incorporate intercultural dimensions

14

have been left to those who were resourceful
and industrious enough to make use of the

supplementary materials which have been

Proliferating over the past few years.
3.

There is a focus on the ominous, omnipresent

threat of extinction if societies fail to come
to grips with their differences, but there is

not sufficient recognition of the positive
side of interculturalization

— the

richness

that belongs to the human race when diversity
is

shared

— the

expanded boundaries of inter-

personal exchange

— the

boundless array of

alternatives
4.

To effect major changes within the educational

system is difficult because of the complex

interrelationships of its various components.

Purpose

The purpose of this study is to assess the inter-

cultural perspectives provided in the Five College music

appreciation textbooks and the relationship of those text
books to the courses in which they are used.

In addition

15

ways in which the textbooks and the courses might
be

developed further to increase their potential for
promoting intercultural concerns among students and the
instructional staff are explored.
More specifically, the study is designed to answer
the following questions:
1.

What does the literature suggest as to the
rationale for including intercultural dimensions in music appreciation textbooks?

2.

What is the scope and content of intercultural

material presented in music appreciation textbooks used in the Five-College Consortium?
3.

What is the context for music appreciation
textbooks in the Five-College Consortium?

4.

How do the textbooks relate to other factors
in the music appreciation courses?

5.

What needs to be considered if the intercultural

perspectives are to be developed further in such
textbooks and in the courses in which they
are to be used?

16

Significance

Research has established that there is a need
to
provide increased intercultural emphasis throughout

American Curriculum (see p.

8

of this study)

.

Accordingly

the United States Government has begun efforts
to strengthen
the curriculum in this respect.

However, the fact that

there was no substantial commitment by the government
to

materials development and no strategy outlined for efforts
direction prompts guestioning of the premises held

by the advocates of change.

Do they assume

^PP^op^is-te materials are available;

2)

1)

that development

of appropriate materials can be left to chance;
the materials are irrelevant; or

4)

that

3)

that

that development of

good instructional materials will be a natural outgrowth
of increased research and collective knowledge?
The premise supported by this study is that

instructional materials, the most basic of which are
textbooks, are important and do deserve special attention.

While textbooks alone cannot determine the total intercultural dimensions in a course, for a student to whom
they are assigned they assume symbolic significance.

They

17

receive a certain stamp of approval from the
instructor
and the institution when they are selected as
textbooks,
even if the content is selectively reinforced.

Because

textbooks can be a source of enrichment for the instructor as well as for the student, development of textbooks
in this special area might be part of governmental
out-

reach efforts

a

cost-effective way of reaching numbers

of the population very efficiently.

Accordingly, this

study is in part directed toward United States government

decisionmakers
As this inquiry provides a methodology for assess-

ing the intercultural perspectives in music appreciation

textbooks,

it can also provide direction for revision or

collaborative authorship of future textbook publications,
both in music and in other disciplines.

become part of

a

it might also

checklist to publishers who wish to

address the concerns of a future market.

The college

textbook market is quite a large one.
Industry survey statistics indicate that textbooks
have a huge potential for reaching most of a college

population v/ithin a very short period of

time..

In the

textbook industry in 1978, college level textbook sales

18

amounted to 46% of the sales total even though
the college

enrollment represented only 19% of the total
school

enrollment (Standard and Poor, 1980:C73-75)

.

it is not

unusual for college professors to require purchase
of
the latest textbook edition or a very recently
published

textbook for any given course.

As such,

textbooks at

the college level have important potential as
agents of

socialization.

Therefore, efforts should be ongoing to

promote their usefulness in addressing important human
concerns on every possible front.
Likewise, the potential for a survey course to

reach a large number of students on a given campus is

significant.

Survey courses are a means of outreach for

any department.

They often contact many more students

than do courses which are designed for a limited number

of majors.

For instance, the music departments in the

Five Colleges had a combined enrollment of only 256 for
the academic year 1979-80 while the combined enrollment
for music appreciation was 907.

The departmental enroll-

ment included at least three classes, depending on the
year that a music major was declared.

Assuming that the

department will contact no more than 30% new students

19

each year, departmental majors contacted by music
departments in the course of four years would be
approximately
563 students, while the survey courses, even without
an

increase in enrollment, would contact 3,628 students
or

approximately 14% of the 1979-80 total Five-College
enrollment.

Only seven such courses could reach an entire

college population at least once

(see table 3)

If almost all survey courses were targeted for

special emphasis, not only could

m.ost

students and many

of the professionals be reached; but im.portant ideas

could be reinforced through repetition and increased

exposure.

The criteria and the findings can be useful

not only in textbook selection, but in determining what

supplements might be necessary to address any apparent

deficiencies in the available textbooks.

This could make

the study useful as a tool for music appreciation instructors and for humanities curriculum developers.

The entire area of internationalizing American

curriculum is one that needs more attention.

Frequently,

international studies stress an external focus to the
extent that "international" is a misnomer:

would be

a

more accurate nomenclature.

"Extranational"

Similarly, people

20

who are working towards a multicultural emphasis stop
short of advocating a global consciousness.

This study

begins to address a need for an all-inclusive approach
i^te rcultura 1 curriculum evaluation and development.
Fi^3.11y, music, as one of the humanities,
a

special place in the lives of people.

occupies

The humanities

represent the deepest expression of that which is uniquely

human--the celebration of the senses and excursions into
the deepest values of humankind.

What better way could

people attempt to know other people than through the

most ardent individual and collective expressions of

humanness?

Delimitations

This study is not meant to be a critique of the

actual teaching of music appreciation in the Five-College
consortium, but a survey of the major textbooks used for

courses in light of their context and expressed objectives
for their use.

Any allusions to the teaching of music

appreciation courses will be made only as they clarify
in tercultural perpsectives

in textbooks and courses.

The focus of this study is on intercultural

21

perspectives primarily as indicated by the quantity
of
intercultural content presented, and also as
indicated by
the author's stated objectives and general
approach to
the sub jectmatter

A conclusive assessment of inter-

.

cultural treatment would require a more thorough
qualitative examination of intercultural material presented
than

will be provided in the course of this inquiry.
An assumption is made that normally the choice of
a

certain textbook reflects one of the following attitudes

on the part of an instructor:
1)

The text is considered the best resource avail-

able to teach what is perceived as most

important and is used as the major reference
source to the students
2)

The text is considered an adequate point of

departure even though supplementary materials

will play a major part in the complete curriculum

.

Accordingly, analysis of the textbooks is not an absolute
index of the material or the perspective actually taught
in music appreciation classes.

This problem is only partly

alleviated by questioning instructors of the respective
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courses regarding their approach to intercultural

material
The only music appreciation textbooks examined
in depth are those in use by the Five Colleges when

this study was begun even though other texts which are
less satisfactory than the ones currently in use

may emerge before the study is completed.

It is possible

that the best examples of texts which meet the expressed

criteria exist outside of the sample.
An important consideration is the atypical ethnic

makeup of the Five-College area compared to the rest of
the nation.

Even though there are numbers of students

from other countries in residence in the Five Colleges,

there is not a large foreign or non-white American population of undergraduates.

However, the texts in use are

supplied by major publishers and are readily available

nationwide
Finally, there is no guarantee that an instructor

will make use of the multicultural-international content

printed in the textbooks.

multicultural material
a text,

is

For example,

if most of the

concentrated in one section of

the instructor may opt to omit that portion because
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of time constraints, personal priorities, or biases, or

because the scope of the textbook is just too expansive
to permit coverage of the complete book.

De f initions

The Five Colleges are a consortium of five insti-

tutions of higher education in the Amherst-NorthamptonSouth Hadley, Massachusetts area, all within

approximately ten miles.

a

radius of

They are, Amherst College,

Hampshire College, Mount Holyoke College, Smith College,
and the University of Massachusetts/Amherst.

Music Appreciation is the term used traditionally
to denote a basic or general music course designed for

non-musicians.

Throughout the study the term

synonomously with music survey course
course

,

,

is

used

introductory music

and other similar terms.

Textbook will denote the major one or two required
or recommended reading resources upon which the course

content is based.

In most cases,

instructors will

recommend purchase of one or more such books.

Intercultural has been chosen to describe the perspective advocated in this study.

It incorporates conno-
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tations sometimes expressed by the words international
»

j

International most frequently connotes

S'-t~matter dealinq with nations

— interqovernmental

workings, and interaction or exchanges among peoples from

nations

while multicultural refers primarilv

to diversity within a given society.

to both areas of identification.

Intercultural speaks

in this study all three

terms will be used interchangeably to some extent with the

assumption that in the literal sense of any of the words,
all inhabitants of the sphere must be taken into account.

Western classical denotes the tradition of "art"

music which is rooted in the early history of Europe.
Several forms of the word appear throughout the text,

including several combinations with the prefix "non"-.
The hyphen should be regarded seriously as part of the

word.

For example,

"non-Western" denotes cultures which

do not have a predominant tradition of European art music;

but "non-Western-classical" would include the musics from

minority or folk cultures within the Western world.

Also,

"non-Western classical" denotes classical music from

non-Western societies.

Any other use of the terms should

be self-explanatory with this background.

The term
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"classical" is not to be confused with the "classical
period" which denotes the time in European music history

between

c.

1750 and c. 1815.

Music in the context of this study requires

a

interpretation than miqht normally be expected.
The following definition by ethnomus icologist David Reck

represents the kind of perspective that is advocated

throughout the study:

Music is whatever we ourselves, or any other
individual, or qroups of people, or societies or
cultures, on planet earth (and perhaps elsewhere)
comprehend as being music.
(Underlined in original)
To this definition we might add that music is mostly
(but not entirely) sound, that it is organized in
some way, that it may be intimately and inseparably
though loosely connected with what we in the West
consider separate phenomena (namely, dance, body
movement, visual arts, religion, mysticism, power,
medicine, astronomy, math, architecture, group
interaction, social structure, language, cooking,
sex, walking, magic, psychology, being, thinking,
or any other of a perhaps infinite number of possibilities)
and finally that although all the
peoples of the world have music in one form or
another, many of them do not have even a roughly
equivalent word for it.
(Reck, 1977:14)
,

The definition of culture used here refers to the

totality of learned, accumulated experience.
implications for the study of music in

a

This has

societal context,

according to folk and traditional performance practices
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rather than only as interpreted in writing,
attempted

transcription into Western notation, and
performed

according to Western-classical standards.

it is also

important that the distinction be made that
culture refers
to what people learn and perceive and not
exclusively

what they make and do.

This is especially important in

this study when one realizes that the focus
of music in

traditional curricula has been almost exclusively the
product
Proces s vs. Product

:

Music study in the past has

been concentrated on the product— usually musical compositions or performances in the Western classical tradition.

Consideration of specific musical works, particularly
within the confines of one cultural tradition, can be
very limiting.

However,

considerations of the dynamics

of music-making or listening (process) could extend

across cultural and geographical boundaries.
the study,

Throughout

references will be made to "product" and

"process" in relation to music.

American refers to the majority population of the
United States.

The term is used for the sake of expedi-

ency when the term "United States" would be cumbersome,
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or when referring to colonial "America."

This distinction

seems important in a study which speaks to
intercultural

awareness
§LHthropolo qy of music and ethnomus icoloqy will

be used synonomously throughout the study although
the

anthropology of music is

a

recent development of ethno-

musicology, an approximately 100— year— old discipline that
has had its major development in the past twenty or twentyfive years.

Ethnomus icology combines ethnology, the

branch of anthropology that deals with behavioral processes of peoples in diverse cultures, with musicology,
the branch of music where musical products of humankind
are examined critically in terms that relate categorically
to other music products.

Ethnomusicology and the anthro-

pology of music differ primarily in the points of emphasis.
Those who consider themselves specifically musical anthro-

pologists tend to place the study of people in society in
a

primary role with music as a societal index.

not, however,
in this study,

a

This is

universally accepted differentiation, so
the terms will be used interchangeably.
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Research Desicrn

Overview.

This study is designed to examine the inter-

cultural perspectives in textbooks used for teaching

Five-College music appreciation courses and the context
their use.

A critical review of the textbooks in

light of the follov/ing considerations is made:
.

Needs,

rationale, and criteria for assessing

the intercultural perspectives in the texts.
.

The scope and content of intercultural dimen-

sions in the texts.
.

The use of music appreciation textbooks in

Five-College Music Appreciation Courses.
.

Analysis of needs for further development of

intercultural dimensions in the textbooks and
in the courses in which they are to be used.

The research relies in part on an analytical

survey of textbooks and an evaluation based on quantification of the data therein.

In addition, documentary

analysis and interviews are used to define the contextual
use of the literature.
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Methodology and organization

.

S^election o f the sample

.

The music appreciation

textbooks examined are those used in the Five Colleges

during the 1979-80 academic year.

The criteria for

determining music appreciation courses are the following;
1)

Courses entitled "Music Appreciation."

2)

Courses designated by the respective depart-

ments of music to fulfill the traditional role
of music appreciation class, namely to provide
a

general introduction to music for non-

musicians

.

The Five Colleges provide a broad spectrum of

alternatives in types, functions, and historical contexts
among institutions of higher learning within an accessible

geographical area.

Following are some of the significant

variables included in the sample:

Characteristics
.

Founding Date

Oldest continuing institution of
higher learning for women in the
United States
Mount Holyoke College

1837

Recently founded experimental
college, a co-ed alternative
school
Hampshire College

1965

.

.
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Characteristics

.

Founding Date

A large public university, a
Land Grant College of over 24,000
enrollment
University of Massachusetts/Amherst

1867

Foundations as religious Institutions
Mount Holyoke College
Amherst College

1821

Small private institutions, enrollment less than 2,000
Hampshire College
Mount Holyoke College
Amherst College

Largest independent liberal arts
college for women in the United
States
Smith

1871

In addition to the diversity among the five insti-

tutions, the collective resources of the consortium rooted
in a 100-year-old tradition multiply the alternative

course offerings for the students in attendance at any
one of the institutions.
is

in relation to the

The significance of any course

broader context of

a

network of

institutions of higher learning.
Finally, the Five Colleges are located in an area

of the country where traditions of excellence in education

have historically been regarded with respect by the rest
of the country.

Some of the institutions of the
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consortium and some of the departments in others are
among the most prestigious in the nation.

Methodol ogy by chapter

.

Chapter

I

is

primarily

conceptual, delineating the problem addressed by the
study,

its purpose,

its significance, its delimitations

and the research design.

Government documents are

referred to for implications that influence the direction
of the inquiry and help to establish a rationale for
its significance.

Chapter II provides a conceptual and theoretical
framework for considering intercultural dimensions in
the textbooks or courses.

it begins with a brief his-

torical account of music appreciation in the United
States.

Tlien,

literature pertaining to the anthropology

of music is explored.

This literature was important in

conceiving criteria for assessing intercultural perspectives.

Sources cited offer expanded views of culture

those which transcend specific cultures and cultural

products

.

Concepts are discussed as they relate to the

rationale for selection of the criteria to be used in

evaluating intercultural perspectives in music appreciation

.
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In the final part of the chapter,
2^3-^ch is reviewed.

a

literature

Using information gained from three

computer searches and by other means, a need for the

present study is documented.
Chapter III is an assessment of textbooks using
the criteria discussed in Chapter II.

Each book is

assigned a numerical rating for each criteria.

The

results are charted and then compared (see appendices
1

and

2)

.

Following is a listing of the thirteen

criteria
1)

The extent to which music from many cultures
is

2)

included among the music examples.

If the book is organized around musical pro-

ducts

(such as music from various "periods"),

the extent to which sections are devoted to

non-Western, non-classical music.
3)

The extent to which the text is organized

around music concepts which are readily transferable to audioperception of any culture's

music--an aesthetic approach.
4)

The extent to which the title or subtitles

imply a universal focus

(e.g.,

"Music") when
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the content does not provide an obvious
multi-

cultural focus
5)

The extent to which the preface or other

introductory material expressing textbook
objectives delimits the textbook to exclude

incultural sub j ectmatter
6)

The extent to which illustrations represent

non-Western cultures.
7)

The extent to which recommended supplementary

materials are multicultural in emphasis.
8)

The extent to which an intercultural perspec-

tive is provided through integration of musical

examples from non-Western, non-classical music
cultures
9)

.

The extent to which the written text provides
a global

perspective for viewing Western-

classical music.
10)

The extent to which a participatory frame for

student involvement is suggested.
11)

The extent to which live performances or lec-

ture-demonstrations by non-Westerners are advocated as an integral part of the written text.
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12)

The extent to which music is integrated with
the other arts and other aspects of living

such as life ceremonies, leisure, work,

politics, and economics.
13)

The extent to which intercultural material

presented is free from obvious stereotypes;
overgeneralizations, omissions, errors, or

extremely superficial treatment.
This list should be referred to for clarification

when reading the next section in which these criteria
are relisted in abbreviated form.

Quantification

.

The method of quantification

varies for each criterion.

it was

first thought that

counting examples from non-Wes tern or non-Class ical sources

would suffice to determine the relative intercultural
treatment of musical examples or illustrations.

It was

then found that this method would be inadequate to com-

pare books with many musical examples or illustrations to
those with fewer.

Then formulas which relied more on

percentage of total examples presented were adopted.
While the new forroulas take the actual number of

examples into consideration, the total points assigned
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are not wholly dependent upon actual numbers of examples.

Undoubtedly, twenty-five illustrations of non-Western

subjects would give a student more exposure to diverse

cultures than would four illustrations.

However,

if the

four illustrations appear in a book with only ten others,

and the twenty-five appear in a book with two hundred,
the perspective offered by the four illustrations would

probably be much more valuable.
A control factor which is more subjective than
other criteria is the criterion which provides a qualitative assessment.

For example,

if the illustrations dis-

cussed above were all in an isolated section, or if they
were all stereotypical, they would be less valuable in the

effort toward interculturalization than fewer well-chosen
examples integrated throughout the textbook.
Table
detail.

1

treats the quantification process in more

It complements the instrument in appendix 1.

Chapter IV provides an assessment of the FiveCollege context of the music appreciation textbooks
recommended.

It focusses on the relative potential of

music appreciation to provide intercultural perspectives
to Five College Consortium students.

Charts including

the following are presented (see page 41)
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Enrollment of each college

Enrollment in music appreciation courses
.

Alternatives in music to survey courses
Enrollment of music majors in respective
departments

Cross-over enrollment among the Five Colleges
Geographical distribution of enrollment
Course descriptions
.

Academic profiles of music appreciation
instructors

The charts are analyzed and discussed for implica-

tions regarding the potential impact of music appreciation
in the Five-College consortium.

The second half of the chapter provides an assess-

ment of instructor use and course context of the textbooks.

This part of the inquiry is designed to determine

whether the courses provide more or less intercultural
emphasis than do the textbooks.

A brief questionnaire

was designed to collect the following information

Appendix

3)

*Continued from page 35

(see

42

Question
A.
B.

Background of the Instructor

Unnumbered

Specific information about the
course
1.

2.

Enrollment size and relative
size
Enrollment characteristics

C.

Relative reliance on textbook

D.

Instructor's rating of the
textbook (s)

(s)

A followup interview was conducted to
clarifv
answers given on the questionnaire, and
to assess instruc
tor attitudes and practices regarding
texts and supple-

mentary materials, (see Appendix 4 for
interview format).
The questions were designed to assess the
following:

Question
A.

B.

General objectives and general
approach

Relative importance of music
appreciation
1-

2.

D.

4

To the instructor
To the institution

Patterns of use and acquisition
of textbooks and supplementary
materials

2, 3, 6

,

8

,

5,6,10

4,7,11,12
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Question
D.

E.

General and specific attitudes
toward intercultural perspective

8,9,13-20

Augmentation of Questionnaire

1,13,14 19

The questions were designed to
give the respondents several

opportunities to express any ideas
regarding the intercultural perspectives provided by
textboohs or the need
they felt to augment that dimension
in their courses in

any way.

The questions were sequenced in such
a way that

several would be unnecessary if the
respondent talked
freely.

Furthermore, the interview questions served
only

as a guide.

Each interview remained flexible within
the

proposed framework.
Finally, where syllabi were available,

they

served to augment material supplied through the
questionnaire and interview.

The syllabi were not treated as an

item for formal analysis.

Chapter V is primarily conceptual.

it is a state-

ment of summary, conclusions, and recommendations based
on the data reported and analyzed in the previous chapters
The summary is a synthesis of the contextual

analysis, including instructor responses,

from Chapter IV

with the perspective outlined in Chapters

I

and II.
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Data analysis

.

Data for each textbook
examined is com-

piled first on data charts and
then on separate summary
sheets (see appendices 1 and
2 ).
Textbooks are scored
for total intercultural
treatment and compared.

Information gathered via literature,
questionnaires and interviews is used
to add perspective to the
textbook analysis. Data collected
from all sources is

synthesized to assess the significance
of the intercultural perspectives offered in
textbooks and courses.
For example, to the extent that
instructors wrote their
own curricula to provide richness
and diversity independent
of the texts, the adequacy of the
texts is irrelevant to
the content of the courses, but may
need upgrading to make

them more useful to the Instructors,

if instructors re-

lied heavily on the texts for course content
and perspec^iv'e,

the texts are accurate indices of the
Intercultural

p0rsp0ctivGs provid0d in th0 coursGs
T0xtbooks from th0 Fiv0-Coll0g0s which ar0 d00m0d
to b0 0xc0ptional in harms of intarcultural
traatmant

ara discussad accordingly.

mada

.

Ralavant comparisons ara

Finally, tha following considerations are

discussed
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1.

The- usefulness of the proposed
criteria in

evaluating music appreciation
textbooks.
2.

Strategies for identifying, retaining,
and

strengthening positive aspects of
music

appreciation textbooks and the courses
in which
they are used.
3.

Strategies for adjusting content or
perspective which appears to be inadequate

4.

Strategies for textbook selection, use,
and
future development.

5

.

Additional research or action indicated by
the findings

CHAPTER

I

I

THEORETICAL AND CONCEPTUAL FRAMEWORK
Introduction

in Chapter l,

interculturalizing music appreciation

was proposed as a partial solution
toward interculturalizing the higher education curriculum
in the United States.

A methodology was proposed for analyzing
the intercultural

perspectives in music appreciation textbooks
and for assess
ing the relationship of those textbooks
to the courses in

which they were used.
This chapter provides a conceptual and theoretical

framework for the study, beginning with a brief historical
account of music appreciation in the United States. Second,
there is an overview of some writings in musical anthropo-

pology which provided the basis for the criteria used to ex
amine the music appreciation textbooks. Finally, a literature search is reviewed documenting a need for the present
study.

Historical Perspective

The history of music appreciation in the United
46
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States is closely bound to
the history of music
in this
country since the coming of
Europeans to the continent.
There was some significant
musical activity as early as
the seventeenth century.
The Bay Psalm RooV was
published
in America in 1640 replacing
the Ainsworth Psalm

which came over with the Pilgrims
in 1620 (McCauley,
1932.4).

Virtually all American music at
that time was

linked to the church.

The colonists' continual struggle

for existence was hardly conducive
to artistic develop-

ment of any kind and with America's
echoing of the Refor-

mation and cries of "no popery," even
the religious music
deteriorated.

By the beginning of the eighteenth century

psalm-singing had degenerated to an extent
that caused
strong reactions by such music devotees as
Reverend Thomas
Symmes and Reverend Chauncery who led the battle
for

singing by note between 1720 and 1790 (Sunderman,
1971:18).
In some cases the battles were quite bitter.

Out of the bitterness grew a positive influence in
the development of music education, the "singing school,"
a

co-educat ional

,

intergenerational community organization.

singing schools dealt primarily with the correct

singing of melody, but as the century progressed, they
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grew more and more sophisticated.

The emphasis on note

singing provided impetus to the idea of music
education
for all.

The early American singing-society emerged as

an artistic performance-oriented development of
the singing school.

Other new developments in American music

were the first church choirs, the manufacture of the
first
Ame r ican — made music instruments, public concerts, and the
first native-taught American composers
26)

(Sunderman,

1971:

.

Another positive influence in the development of

music education was the musical convention which grew out
of a need for singing school teachers to exchange ideas.

This type of gathering was the precursor to the modern

music conferences.

The musical convention also provided

the impetus for the development of music programs in

teachers colleges or "normal schools."

Prior to 1890,

normal schools were usually short term summer sessions
lasting from four to six weeks.

Throughout the United

States there were some programs lasting two, three, and

occasionally four academic years (Sunderman, 1971:26).
Public school music education began mainly as
result of William Channing Wocdbridge

'

s

efforts.

a

After
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he returned from studying European forms
of eduoation in

Switzerland and Germany, he introduced
Pestolozzian principles of education to America in the
most enthusiastic

manner.

Pestalozzi was a Swiss educator who advocated

the scientific study of vocal music as
an integral part

of his recommended course of study.

Much of the American

educational system was founded upon Pestalozzian
principles.

Woodbridge convinced Lowell Mason,

a

prominent

musician, of the merits of Pestolozzian theory.

Mason,

then, with the assistance of Horace Mann became the

founder of American public school music.

After

a

hard

and a year of gratuitous teaching. Mason accepted
an appointment by the Boston School Board as superinten-

dent of Music at a salary of $130 per year in August,
1838

(Sunderman,

1971:51)

Arguments used to establish

.

music in the early American schools have been resurrected

periodically and used with only minor variations to defend
public school music for well over two hundred years
Some of them are the following:
1.

Intellectually. Music had its place among the
seven liberal arts which scholastic ages regarded
as pertaining to humanity.
Arithmetic, Geometry,
Astronomy, and Music, --these formed, the quadrivium. Memory, comparison, attention, intellectual faculties,
all of them are quickened by

—
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a study of its principles.

it may be made to
some extent a mental discipline.
2. "Morally
Happiness, contentment, cheerfulness
ranquillity, -these are the natural
effects of
music.
3. "Physically,
vocal music.
must expand the
Chest and thereby strengthen the
lungs and vital
organs.
Judging by this triple standard,
intellectually, morally, and physically,
vocal music
seems to have a n_atural place
in every system of
instruction which aspires to develop
man's whole
nature."
(McCauley, 1932:13)
.

^

.

.

.

Public school music enjoyed an era
of continuous

growth under the leadership of Mason
and other very vocal
advocates.

Meanwhile, other developments in music
con-

tinued, all influencing the direction of
public school

music either directly or indirectly.

Private teachers

gave vocal and instrumental individual instruction
pri-

marily to the elite; and music societies, also
generally

I

I

pastimes of the "aristocratic minority," flourished,

'

particularly in the south and in Philadelphia.

I

.

I

I

The focus

of most individual instruction and the public performances

was European music.

The societies were even named for

i

j

"great European composers: such as Hayden or Handel"
j

(McCauley,
I

1932:5)

.

Continued development of the conven-

I

tion and,

later,

the inclusion of music in normal schools,

j

I

I

colleges and universities paralleled the development of

I
I

Public School Music.
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In 1835 music had become
a subject
OberUn College. it is significant for study at
to notfthat
this was before the official
introduction of Lsic

universities were established
earlier
then
schools, they offered music
instrucn
tion no
earlier. (Sunderman, 1971:239)
The growth of the music
program in regular public

school curriculum created an
increasing demand for
teachers with skills in music
instruction.

Music in normal

schools, colleges, and universities
experienced record

growth in the second half of the
nineteenth century
(Sunderman,

1971:241-247).

As late as 1925, however,

there was still evidence of resistance
to music for the

masses by institutions of higher education.
Even the colleges, which for many years
retarded
the course of public school music by
dictating the
policy of the entire educational machine from
the
primary grades up to suit their dogmatic entrance
requirements, are accepting music credits.
The
more advanced institutions are also granting the
degree of bachelor of music or bachelor of science
in music.
Krull, Lorle, "An Interpretation of
Music to the Public," N.E.A. Proceedings, Vol.
63,
pp. 506-508, 1925 (McCauley, 1932:21).
.

.

The earliest documentation of the "appreciation"

principle came in the form of

historian of music.
on Musical Criticism:

a

complaint from the great

Dr. Charles Burney in his 1789 Essay
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There have been many treatises
published on the
art of musical composition and
performance, but
none to instruct ignorant lovers
of music how to
listen or judge for themselves.
(Scholes,
1935

:

3

)

Between thirty and forty years later,
two attempts were
made to provide a treatise "to instruct
the ignorant
lovers of music."

A Swiss music educator, Nageli (also

one of the foremost exponents of
Pestalozzian music education)

and a French educator, Fetis each published
such a

document.

Fetis, writer of the La Musigue Mise a la

pprtee de tout le monde
to as

.

became what Percy Scholes referred

the First notable Musical Appreciation Author"

(Scholes

,

1935:5)

The concept of music for the masses has apparently

always found some disfavor among highly trained musicians
and among the elite who would reserve more intimate musical

involvement for the aristocracy.
at Fetis'

efforts:

"What is the good of talking so much

about music?" he said.
(Scholes,

1935:6).

Felix Mendelssohn sneered

"It is better to compose well"

In response,

counter-critics said:

What is the good of discussing Hamlet ? It is better
to write good plays.
What is the good of discussing
Rembrandt? It is better to paint fine pictures
(p.

6)
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Fetis

biggest problem was differentiating
sufficiently

between performance-knowledge and
listener-knowledge.
His m.odel, however could still stand
well as an organi-

zational format for a modern music appreciation
textbook.
A book by W.

S.

B. Matthews,

published in 1888,

How to—Understand Music, seems to have been
the first
attempt by a United States' scholar to use the idea
of
teaching "appreciation."

Even then, however, there was

no mention of the term and the course was designed
only
as an aid to private piano instruction
11

)

(Scholes,

1935:

.

The World War

I

years are the years, according to

British Scholar Percy Scholes, that United States scholars
Thomas Whitney Surette and Gregory Daniel Mason led the

way in the development of printed "music appreciation"
materials appropriate to classroom instruction on the

high school and college levels
I

(1935:19).

Their Volume

of The Appreciation of Music stated the following

objective
to lay down a course of study.
well suited to
the needs of schools and colleges as well as of
general readers.
(Scholes, 1935:18-19)
.

.
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in the beginning "music
appreciation" concepts

apparently served as the
philosophical basis of the
vocal music courses and did
not exist as a separate
course of study.

Early twentieth century
united States

historian Edward Bailey Blrge
addressed the issue in
this manner:

term "appreciation"
began to be used at
beginning of the present century
to express a
broadening conception of what the
aim of public
school music should be, and about
a decade later
It became thoroughly identified
with studying music
y means of listening lessons.
(Scholes, 1935:5)
,

.

.

Logically, the listening lessons
became more and more

popular with increasing development and
availability of

phonograph records.
appeared.

m

1906,

RCA Victor Red Seal Records

By 1910, Dr. Frances Clark had
established

the Educational Department of the
Victor Talking Machine

Company.

Subsequently, a wave of national consumption

of "Talking Machine" products began

(Scholes,

1935:18).

its inception there have been diverse

perceptions of what music appreciation or music teaching
for the masses should be

.

Books written either as texts

or as resources for music lovers reflect varying
approaches

--from extreme emphasis on theoretical content to
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participatory learning whereby a
person performs or
composes music to enhance listener
skills.

in times of early nation-building,
a narrow per-

spective was deemed necessary to
establishing national
Identity.

The diverse influences in the
country were

both real and perceived liabilities.

The following

quotation reflects this attitude:
The three outstanding music countries
of the old
world are Germany, Italy, and France.
They
have each had a homogeneous race, a
homogeneous
language, and homogeneous customs, progressing
for
centuries without the imposition of foreign
cultures.
Such songs as they developed could not
come forth from a civilization like ours.
(McCaulv
1932 2
.

.

:

.

.

)

To the contrary,

"from a civilization like ours"

must come the richest, most expressive, most powerful

music of all.

There is so much cultural diversity within

the United States population and so much interaction

^ith other cultures that sources impinging on music pro-

duction are virtually limitless.
less" resources, however,

Even with these "limit-

the United States academicians

have historically accepted the limits of a narrowly

defined "music."

Common practice has excluded serious

consideration of any music that is not within the European
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"classical" tradition.

Without saying that European

classical music is superior or
that other musics are
inferior, patterns of endorsement
through curriculum
structure and available materials
have provided a clear
picture of the hierarchy of musical
values for the

American public and the schools.

At least, however,

there has not been an active campaign
against other
mus ics --S imply a systemic neglect.

Anthropological Perspective
Anthropologists have offered ways to look
at the

problem and have suggested alternative
approaches to the
study of any music.

Anthropologist David McAllester

spoke of the separation of art from

"

culture-as-a-whole"

as a particularly Western European
phenomenon in the

following way, emphasizing the ambiguity of the
term
culture

as

it is used in United States society:

insistence on the relationship of music to
culture should be unnecessary and would be if it
were not for a peculiar trait in our own
culture:
the bifurcation of the concept culture.
We
think of culture in the anthropological sense
of the total way of life of a people, but we also
think of culture in the sense of "cultivated"
We are more likely to discuss the creative periods
of Picasso than Picasso as a manifestation of the
•

.

.

.

.

.

.

.

.
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pressures of his
^imes^'orin^o^r'
^ manlfestatior^/hls culture.
cu“:re“°1:'
(Merriam, 1964:301)
If art can be put bach
into its cultural
context, it can
be regarded more objectively
as part of one cultural
system
while arts in other cultures
are parts of other
systems.
3.S

Ori0

of

exists only
1964=27)

.

a

m

uniquely human phenomenon

terms of social interaction"

(Merriam,

The theoretical approach
that Merriam has pro-

vided for the study of music
in relation to culture
is a
remarkably simple reduction of
a complex set of variables-.

Among factors considered
back

.for

such a model were:

analyical evaluation, the culture and
social

relevant aspects of the social
sciences
the multiple facets of music
as
s^bnv
ymbolic, aesthetic, formal,
psychological, physical
and so forth.
(Merriam, 1964:32)
'

The following figure is a visual
conception of Merriam'

model.

All three of the components are
interrelated

Figure 1.
Visual Conception of Alan
Merriam' s Theoretical Model
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in other words,

sound has structure but is
dependent upon

human behavior for its production;
and conceptualization
for its interpretation,
method of production, and
oharac-

teristics
The behaviors associated with
music are physical,

social, and verbal. Physical
behavior involves the actual

sound production, the physical
tension and posture of the

human body as the sound

is

produced, and the physical

responses of the individual organism
to sound.

Social

behavior involves the behavioral roles
ascribed to musicians and non-musicians— to performers
and non-performers.

Verbal behavior concerns -expressed verbal
constructs
about the music system itself"

(Merriam,

1964:33).

interrelationship between sound and behavior

The

is obvious.

Finally, conceptualization influences and is
influ-

enced by sound and behavior.

First,

ideas about what

music is and should be include the following:
tion between music and noise,

involvement of singing groups,

2)

3)

distinc-

appropriate size and
sources from which

music is drawn,

4)

ability, and

functions of music.

5)

1)

sources and nature of individual
Secondly,

ideas

about what kind of behavior will produce the requisite
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sound will influence physical behavior
and the development
and use of technology (Merriam,

1964:64).

This brings

the theoretical model full circle,
back to sound,

the

product, the system to which the most
attention has been

paid in traditional American music study.
is a simple theory of musical
anthropology,

While Merriam'
it is inclu-

sive enough that other aspects of
behavior, conceptual-

ization and the specifics of sound and its
production fit
into the model quite logically.
is

The following discussion

within the context of this model.
Irish ethnomusicologist John Blacking noted how in

Western classical tradition, music

is

regarded as some-

thing other than a product of one culture.
We need to remember that in most conservatories
they teach only one particular kind of ethnic
music.
A school of music.
which establishes a subdepartment of Ethnomusicology Ethnic
Music, or Black Music has taken the first step
toward recognizing its role in tomorrow's world
of music.
It has implicitly redefined its Music
more modestly, as a system of music theory and
practice that emerged and developed during a
certain period in European history.
(1973:3)
.

.

.

.

,

There are many musics both outside and within the United
States all of which have been assigned a lower status in
the academic world than European "art" music.

The
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anthropologists have suggested
.any compelling reasons
for people in the Western
European art music culture
to
expand their horizons to
include other musics and
to
look at their favored
music in anthropological
terms.
Three Important areas for
consideration are the potential
Of anthropology 1) as a
factor in democratizing and
humanizing the American musical
academic setting; 2) as
a means for exploring
enrichment sources

musicians and others;

3)

for professional

as a vehicle for providing
inter-

cultural insights and experience
in viewing cultural

phenomena through expanded
perspectives.
De mocratizing and Humanizing
M usic Educatinn

,

An over-

view of "art" music shows an
extreme emphasis on complexity
of sound.

Because of highly developed formal
and implicit

theoretical systems, highly complex and
highly specialized

behaviors are required to produce the music.
as a result,

a

in the system:

There is,

certain amount of social exclusion inherent

Only

a

select few may actually participate

in the music-making and in building
and perpetuating the

system
Being a passive audience is the price that some
must
pay for membership in a superior society whose
superiority is sustained by the exceptional ability
of a
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chosen few. The technical level of what
is defined
as musicality is therefore raised,
and some people
must be branded as unmusical.
(Blacking,
1973:34)

There are various degrees of "passivity"
among listeners
in the Western art tradition.

m

fact, historically,

the

major focus of music appreciation has been to
increase
the capacity of students to listen

"

actively" --to be in-

volved in the music by various levels of cognition
and
affective response.

The experienced or well-informed

art-music listener participates in the music by listening.
Highly specialized art traditions are natural outgrowths of communal art in most societies.

The nature

and degree of community participation from society to

society varies, however.

Looking at Western music in this light, are the

many people in Western societies who have embraced the
role of the "active listener" willing to accept listening
as their only means of participation in music?

Are

participation in music-making and appreciation of highly
technical music mutually exclusive?

Is there anything of

worth to be gained in participation at one's own level of
ability?

Is music which comes in

"untrained" expression

less complex because it is less technical or is it less
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worthy because it works within its
own system?

Curt

Sachs has warned against equating
a growth of complexity

and exclusivity with progress.
a

Western music reflects

world in which life's scope has been
widened immeasurably

Sachs highlighted the dichotomy
created by this reality.

with the growth of th^/ world we
rule, our
problems have grown. We are skeptical;
we are in
doubt about ourselves and our progress.
Somehow
we are lost and lorn in the universe.
lost
in our individualism which is strong
enough to uproot us and estrange ourselves from our
fellow men
and yet too weak to prevent incredible,
bloody mass
psychoses.
we have lost our paradise; and, with
it, we have lost music as an unseverable
part of
life itself.
Rarely do we realize our loss and its
magnitude.
(Sachs, 1962:217-18)
•

.

.

•

.

.

Music other than Western classical frequently offers
avenues for regaining music as an integral, humanizing

part of life.
An example of a people who have combined an art

tradition with participation by non-professionals are the
Iranians.

Ethnomusicologist Bruno Nettl wrote:

Finally, there is Persian Art or classical music
performed by a small group of highly sophisticated
musicians, many of them amateurs who study for years
and can not only perform, but can also discuss their
music in theoretical terms. in the repertory of
these musicians of high status we find the main
body of Persian improvised music, and within their
repertory, the improvised material is the most highly
regarded.
(Hamm, Brynside, and Nettle, 1975:75)
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This particular example points to a higher
value for

improvisation than on the exact reproduction of
music

written by

a

"

composer " —another level of involvement,

participatory performance.

There are many societies where

improvisation is expected and revered.

In certain periods

of Western-classical music, this has also been the
case,

but in the music which is currently awarded the highest
status by Western concert-goers improvisation does not

play a part.

Therefore, jazz is considered outside the

accepted system.
In the musics that have traditionally found little

expression in Western classrooms, there

is

frequently an

affiming commonality of feelings and needs expressed
either by content or intent.
Regardless of region, race, or income, we all share
certain emotions at one time or another; love of
family, the pain of lost love, fascination with
dramatic events, devotion to deity, wanderlust, the
joy of happy times.
(Green, 1977:1)
"Universals" expressed in this statement with little
change or expansion could describe the expressive qualities
of most musics including opera, most folk music, religious

music, popular music, programmatic solo, chamber, and

symphonic music, vocal art songs, and music with specified
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intent from any culture.

The statement was actually used

in connection with Country-Western
music.

Along the same

lines of thought, Black American
composer-scholar Frederick

Tillis spoke of transcendent expressions
found in music.
We are reassured to find that there
are common spiritual bonds which bind all of humanity
together.
Just
as a smile or the shedding of tears
is universally
understood to express joy or sorrow, i believe
there
are fundamental human gestures or
expressions reflected in music, which cut across the cultural
barriers
of the world.
(Tillis, 1981:1)

Looking at the potential for music as an experience
that
transcends cultural barriers has anthropological
overtones.

Music as an integral part of every known society,

has great potential for making people aware of their

commonality with the rest of humankind.
^ul t ura 1 diversity as a resource

.

Just as the commonal-

ities among musics remind of the common bonds among

people, the differences are sources of enrichment for

those who are able and willing to look beyond their own

limited spheres of existence.

Composers in the Western

classical tradition have historically drawn from folk

tradition and from other musical traditions outside of
their most immediate and most familiar cultural surroundings.

Additional contact with and understanding of other
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cultures could increase the opportunity
for highly profit
able exchange even more.

Anthropologist H. G. Barnett

has investigated the process of innovation
in detail.

Regarding the "accumulation of ideas," he
had the following to say:

The size and complexity of the available
cultural
inventory establishes the limits within which
the
individual must function; that is, the state of
knowledge, the degree of its elaboration, the
range and kind of artifacts, the techniques and
instruments that the individual has available for
use, all contribute toward making some new
developments possible and some impossible.
(Merriam 1964*
313)

The expansion of the pool of ideas is a major

reason for a composer to look towards other cultures.

A factor influencing the extent to which the new ideas
can be useful is the compatibility of musical systems.

Richard Waterman's theory of syncretisim derived from his

belief that "African music features were retained by

/Black^

in the Americas because the Western musical

styles which they encountered had similar features"
(Nettl,

1964:171)

.

Nettl speculated, however, that

perhaps
there may be certain laws in the structure of music
itself according to which certain traits, by their
own nature, tend to be more capable of being retained
than others.
(p. 171)
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He continued,

suggesting that a key factor in the

determination of which musical components can
stand the
strains of acculturation may simply be
limits imposed

by those who initiate the exchange.

William

P.

Ethnomusico legist

Malm cited the following example of accultura-

tion in the Pacific cultures;

Today one can hear missionary hymn harmonies suspended
over a drone with a chant-like melody above. When
Such foreign elements have been mixed with native
elements the process is called acculturation. it
is the basic state of Oceanic music today.
(1967:14)
He went on to describe the Hawaiian ukule le as an example
of acculturation in a musical instrument:

ukule 1^ is a native version of a Portugese
mandolin that was introduced into Hawaii in the
1870' s.
Today its name is Hawaiian, the chords it
plays are Western, and the tunes sung to its accompaniment are a mixture of both worlds.
(Malm, 196714)

In the case of composers,

acculturation exists

only to the extent that they are willing and able to perceive new ideas; and change can be accepted by the public
to the extent that they are capable of embracing the new

ideas

.

American composer Charles Ives was able to reach

into the pool of American folk music for ideas; but his

work was

virtually ignored by the American public until
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shortly before his death in 1954 (Baker,
1977:1).

The

following two quotations, nearly forty
years apart,
express the fact that American composers
have been

slow to discover rich musical resources
within their own

country
Dvorak:
"These beautiful and varied themes are the
product of the soil. They are American.
folk
songs, and your composers must turn to
them.
All
the great musicians have borrowed from the
songs of
the common people." And, "In the Negro melodies
of
America I discover all that is needed for a great
and noble school of music."
Century Magazine
February, 1895) in (Baker 1977:1)
.

.

(

,

,

Ravel:

"^az^

is the important contribution of
modern times to the art music" (Madeleine Goss:
Bolero: the Life of Maurice Ravel p. 225)
And:
"Jazz is a very rich and vital source of inspiration
for modern composers and I am astonished so few
Americans are influenced by it," (Robert Rogers:
"Jazz Influence on French Music," p. 64, quotes
an interview with Ravel from Musical America in
(Baker, 1977:1).
,

)

Because earlier American composers considered Afro-

Americans and any of their products inherently inferior,
it was well into the 1940 's before there was significant

acceptance of the Afro-American contribution, and then,
only by a few Americans, and only after the legitimation
of the music by Europeans.

it was also clear that most

composers who borrowed from either Afro-American or Native
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American music had no understanding of the aesthetics
out of which the music grew.

David Baker cited Hungarian

composers Bartok and Kodaly as two composers who
used
folk materials in a culturally sensitive way.

He stated:

Bartok and Kodaly not only understood the folk
aesthetic but also were completely cognizant of
irnpo^tance of investigating and studying the
sources.
They went into the countryside and recorded and transcribed raw materials that became
a part of scholarly publications as well as being
interpolated into their works. This attitude was
accompanied by a profound respect and deep and
abiding faith in das volk
(Baker, 1977:1)
.

George Gershwin was one of the more successful

Americans at capturing the folk aesthetic in his writing,

beginning with Rhapsody in Blue in 1924.

belief in the worth of folk sources.

He shared a

He said:

The great music of the past in other countries has
always been built on folk music. This is the
strongest source of musical fecundity. America
is no exception among the countries
The best
music being written today is music which comes
from folk sources
^meric^ is a vast land
and different sorts of folk music have sprung up
in different parts, all having validity, and all
being a possible foundation into the development
of art music.
Siegmeister 1943:728)
.

.

(

.

.

,

American composers have yet to exploit the riches
of diverse musical traditions within the United States
or to understand and accept the cultures from which they
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derive to any great extent.

Fortunately, neither preserva-

tion nor development of folk
forms has depended completely
on the formal endorsement of
composers in the European
Classical tradition or on public
educators.
Jazz is an example of a folk
cultural tradition

which has grown into one of the
world's outstanding art
musics while maintaining touch with
its folk roots and

the non-performing audience who
still participates in various ways.

In his treatise Black Music of
Two

John Storm Roberts summed up the
phenomenon in the chapter

title "Jazz:

'People' Music becomes

'Classical'"

(1974:iv).

Jazz has not given up its folk blues
orientation through

which a whole history of

a

people's oppression and misery

was articulated first in song, and then
through wordless

transformations into instrumental speech.

The extra-

ordinary wizardry of musicians who developed the art
of
simultaneous composition and virtuosic performance created
a

new American music.

A unique hybrid of African, European,

and American musical elements emerged in which all of the

borrowed elements were transformed into something beyond
any of the beginning materials.

Anthropologist Richard

Waterman's theory of syncretism (Nettl:171) would accomo-
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date such an amalgam of cultural
traditions.

Twentieth

Century American composer Virgil Thomson
was one who
recognized the artistry of one
performer-composer in this
tradition:

/Louis Armstrong7 is a master of musical
art comparable only ... to the great castrati
of the 18th
century. His style of improvisation
would seem to
have combined the highest reaches of
instrumental
virtuosity with the most tensely disciplined
melodic
structure and the most spontaneous emotional
expression, all of which in one man you must
admit to be
pretty rare.
(Siegmeister 1943:729)
,

While Louis Armstrong's genius was "rarely" regarded

seriously by Euro-classicists, he was only one indis-

pensible link in a chain of extraordinary innovators who
stretched the idiomatic capabilities of their instruments
and expanded the theoretical boundaries of Western music

beyond the imaginations of most "serious" composers
in the Western tradition.

As in the case of jazz, other musics in the United

States have been regarded lightly.

Independent develop-

ments in several arenas of musical "folk" expression place

them on parallels with "art" music in complexity and

exclusivity in terms of performer-listener relationships.
However, some of the musics have remained as expressions
of the people from whom they grew.
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Native Americans have maintained
their music as
an integral part of their various
communities.

They

are among the most ignored in
Western society.

Much of

their music is highly participatory.

There are other

musics in the United States which
are highly participatory.
For example, even the most virtuosic
fiddlers and banjo

pickers still invite handclapping, foot
stomping, and
dancing.

Rock musicians still rely on an infectious
beat

and intense emotional involvement, usually
also physical,
from their audience.

Even though gospel music has been

subjected to the pressures of commericalism and
pulls
away from its folk roots, it still remains
primarily

a

religious expression deeply rooted in traditions of
the

Black community.
No one would disagree that the black church created
and owns the gospel song, but all people would agree
music, like a child, grows up and must be responsible for itself.
in this case, the responsibility
falls upon the real and dedicated singers of gospel
music who do not see it as just a nev; sound, but as
an old tradition which is still growing.
if that
group wishes to place gospel music in a position
where it can become a fad, thereby risking loss of
its meaning, then that group must accept the responsibility for its direction.
(Boyer, 1979:58)

Isolation from the music of major segments of the

American Population by the musical elite in the Western

72

tradition is accompanied by

a

similar though more nearly

complete isolation from other musical
cultures of the
world.

John Blacking questioned whether or
not such an

exclusive, narrowly defined musicality
might be "chiefly
a

diversion for the elites and a weapon of class
exploita-

tion"

(1973:4).

Regardless of the intent, the blinders

which prevent a reaching outward for other musics
serve
well as boundaries to confine and stilt the
growth of the
revered Western classical music.

Intercultural insights through expanded perspectives

.

i

proponents of the Western tradition are inclined to look
outward, there is much of the world to see in and through

diverse musics of the world.

Insights into human nature

and the history and development of society and culture
are available through encounters with music, as reflections

of the innermost feelings of humankind, but primarily to
the extent that one is able to access the appropriate

frame of reference.

behavior,

Because music is a product of social

it is reflective of the societies which have

produced it.

A graphic example of music as an index of

social movement can be seen in the music of Afghanistan:
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Afghanistan is an important line in the
chain
binding Europe and Asia together. Musilinkage can be heard by listening to
various regions of Afghanistan. The
northern musics of the country are dominated by Near Eastern or Central Asian styles,
while
Eastern Afghan music is heavily Hindu-oriented
.

.

.

of cultures
cally, this
pieces from
Western and

(Malm,

1967:67)

The music in question was not composed or initiated
by
the societies under discussion, but by individuals
within

the societies.

if for some reason music seems to reflect

the individual who produced it, there must

still be a cultural genesis of the work or a cultural

background against which the work can be contrasted.
Though the relationship may sometimes seem tangential,

music and society are inexplicably intertwined.
Alan Merriam identified several concepts which

help in studying or describing variations of music systems from diverse cultures.

They are:

The distinction, implied or stated, made between
music and noise.

Talent
of

— the

nature of, the source of, the privileges

The general importance of music in a given society
As evidenced by frequency and extent of participation.
As evidenced by the nature of symbols (words,
artifacts, etc.).

74

As evidenced by time and
attention given to

Optimum size of performing
groups.
Dynamics within performing
groups:
organization
and complexity of interaction
between voices and
instruments.

Origin of music (Phenomenologically)

Affective powers of music/Music as
an emotionproducer- (Function)
.

.

Origin and ownership of instruments
and sonqs
sources of music
Supernatural or superhuman
Individual composition
Borrowing

(Merriam,

1964:63-84)

Merriam discussed each of these concepts
"briefly" in the
course of twenty-one pages.

This even briefer outline

only suggests the range of complexity that is
possible

when considering music as part of

a

cultural system.

Again, it is important to note that music does not
exist

outside of society.

Even to define sounds which happen

in the course of nature is dependent upon human
judgement

which is shaped by society.
Some of the concepts outlined here are more im-

portant in considering certain cultures than others.
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For example, in Balinese
society,

in a participatory

sense music and the other
arts assume major roles
in the
lives of all the people,
In this instance, the
concept
of The general importanc e
of music in a given society"
is basic.

.every Balinese child can carve,
just as he can
play in the garaelin orchestras.
Though this may
seem mysterious to us, the
fact is that artistic
ctivity IS as much a part of the
daily life of the
driving cars or writing is with us
•

.

(Goldschmidt,

Mantle Hood,

a

1959:144)

scholar who has specialized in the
music

of Indonesia, has written volumes
concerning the music of
Ball and other Indonesian islands.

He,

too, has emphasized

the importance of the arts in Balinese
society:

Almost every performance or creation in
the field
of the arts is considered a kind of
religious offering in which the dancer, the musician,
or the carver
is fulfilling all or part of his
communal obligations. Music and dance and the literature
on which
they are based are fundamental to
religious
rituals.
(Hood, 1971:15)
.

.

.

Hood went on to say that "there is no word in the
Balinese
language for 'art'; the arts are such an organic
part of

living that there appears to be no need for such an
abstraction."

Art in Bali belongs to all of the people

rather than to a few specialists.

The music reflects the
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general tenor of the
soclo-religious structure
in a
nearly classless communal
collective that is devoted
primarily to Balinese Hinduism
(Hood:ll).
contrast,

m

2TTrtl\l nonL^entiaf' i*’’^
- orhirorlunLllnranto^-S: ^ri°^

r

"A deep^commitment to
the arts can be seen at
the national

level lin Indonesi^/.

The central government has
a

minxstry of education and culture"

(Hood: 15).

Hood spoke

urther of specific supportive
involvements of the

Indonesian government.

On the other hand, of the
United

States government's support of
the arts. Hood said:
^"‘Sicative that within the federal
government
ministry of culture." The recently
formed federal agencies called the
National Endowment for the Arts and the National
Endowment for the
Humanities are a token response with
token

JLi!
here

IS no

budgets
some intellectual minorities
that there is a gross imbalance
between support of
the arts and humanities and support
of the sciences
(p.

13)

The concept of "the importance of music
in a given society

was illustrated in this discussion.

Any one of the musics of American society
including
that of the Western tradition could become
decidedly more

vital if viewed from this kind of conceptual
framework.
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Research about American musical
traditions other than
the western classical has
generally been anthropological;
but much of the writing about
Western classical music has
concerned Isolated considerations
of sound and sound
theory.

Music sound even in the Western
classical tradi-

tion is only a cultural product.
as such,

if consciously regarded

the system of evaluation that
emerges could serve

well as an introduction for students
to the study of other

music systems— those in the United
States and those of
other countries.

Alan Merriam emphasized the importance

of grooming a broadened perspective
within students.

What is important.
is the desire on the part
of the potential receptors to receive the
material
presented and this is a factor which seems to
have
been overlooked in discussion of intercultural
music
understanding.
(Merriam, 1964:14)
.

.

Students must be prepared to meet new musics.

if the habit

of viewing Western music in terms of one societal
context

among many is established first, the next step might be

easier
Alan Lomax has conducted rather extensive research
^sgarding the possibility of reversing the procedure
of studying music in terms of its cultural context.

Lomax in his system of

"

Cantometrics " has theorized that
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certain eletnenta in music are
reliable indices of Other
variables in society. Therefore,
by looking at a certain
society's music, certain insights
can be gained,
Lomax
believes his study has established
that:

1

music and the other arts.
transmit the
models that underlie the main
behavioral patterns
ot culture.
song style can predict cultural
style and vice

)

.

2

3

)

.

versa.
culture's favored song style reflects
and
reinforces the kind of behavior
essential to
Its survival.
(Crist, Dunn, and Revicki,

a

)

28

1976:

)

.

Whether or not Lomax's controversial
postulation is
reliable,

it is to be expected that parts
of humanly

organized systems would be reflective of the
larger systems and of the humans who produced them.

James H. Cone

in his anthropological discourse on The
Spirituals and the
(1972)

made the following observations regarding

the music in relation to the history and experience
of

Black people:
The spirituals employ eschatological language
to express transcendence in the slave's present
existence.
"I've started to make heaven my home,"
"Marching up the heavenly road," "I'm bound to
fight till I die"
such lines make clear that the
black slaves were not passively waiting for the
future; they were already present in the community.
•

.

.

—

(Cone 92
:
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In the chapter entitled "the Blues,
a Secular Spiritual,"

Cone related the spiritual to the
blues as similar ex-

pressions of the same people.
The blues depict the "secular"
dimension of black
experience. They are worldly songs.
about black
ife and the sheer earth and gut
capacity to survive
in an extreme situation of oppression.
(p. 108)
.

.

Finally, the following statement sums up
the relationship
that Cone has seen between the music and its
cultural

context
blue_s/ are not propositional truths about

the black experience.
Rather, they are essential
ingredients that define the black experience.
(n
114)

—

^ <^ons iderations

and summary

so far were basically two types

.

— folk

The musics described

and art, with some

overlapping because of development and mutual exchange.
To complicate the choice of the educator, there is an-

other kind of music, popular music, which has been regarded
most lightly of all by the "serious" musicians and educators.

Carl Belz has suggested the following distinctions

between folk art,

fine art and popular art, placing the

music of the Western classical tradition in the "fine art"
category:
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folk art contains and elicits feeling
Fine
of course, also contains and elicits
feelinq
butj.t exists in a different context.
arl^/ have developed their own languages /fine
and it
IS through these languages that
they express themselves. Until the spectator understands
the language, he is blocked.
from the experience contained
in a certain work.
Popular art, by comparison,
contains and elicits not feeling, but
sentiment.
(Belz, 1969:57)
.

.

.

.

art,

.

.

.

.

.

The distinctions that Belz has suggested are

clearly enough stated.

Practice, however, has obscured

the boundaries of the three separate categories.

From

the earliest records of European church music
influences

flowed freely between secular folk and classically-

oriented sacred music.

Music history is liberally

sprinkled with anecdotes regarding clever liturgical
camouflages of the most profanely associated secular
music.

Much of the music in the Western tradition had

its greatest development in the church.

"Church leaders,"

as guardians of the status quo "became especially short-

tempered with what they considered to be the demoralizing
influence of popular song"

(Scholl,

1935:67).

The

influence was unstopable then, because the catholicity
of the creative spirit was stronger than the visions of
the self-appointed guardians.

Things have not changed
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in that regard.

The following statement could
have

been written recently.
Those whose station it is now to
decide what is pure
and worthy as music take a similarly
dim view of
music designed for popular appeal or
to that which
represents different social expression—
i .e
folk
ethnic, rock, pop. There is a blanket
indictment
of the medium.
(Scholl, 1935:67)
.

The counter influences keep moving,
however:

,

i.e.,

"A

Fifth of Beethoven" appeared at the top of
the charts in
the early 70

's

in what many considered a vulgarization

of Beethoven's Fifth Symphony

.

There are long lists of

other themes from the classical tradition which have

been appropriated (or misappropriated)
audience.

for the popular

Likewise, there are symphonies and concerti

with such popular appeal to concert audiences that they
are referred to among classical music performers as "war

horses

.

The commercialization of folk music further blurs
the boundaries.

A scholarly proponent of Country-and-

Western music expressed the following insights regarding
the urbanization of what was once considered "Hill-Billy"

music
for all the changes country music was forced
through.
it has remained a traditional music
able to accept a wide variety of musical influences
.

.

.

.

.
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without losing its identity, without
losing its
appeal to those who find beauty
and truth in straightdeeply felt music and lyrics.
(Green,
1977?!^
Douglas Green has suggested that
the "sentiment" expressed

by popular art and the "feeling" of
folk art are not necessarily mutually exclusive.

m

an earlier part of this

discussion, jazz was discussed as a
transfiguration of
folk blues and European classical music
combined in a way
that is entirely American art, but not
categorizable by

any narrow terminology.
rock are many.

Mutual influences of jazz and

Varying degrees of one within the other,

combined with cross -inf luences from island folk and
urban
cultures and African traditions further complicates the
issue of categorization.
If it is true that popular music reflects the

sentiment of a people, can educators afford to ignore it
as a social indicator?

Can even popular music not serve

as a vehicle for training cultural as well as musical

insights ?

Following is an example of the cultural impact
that popular music can have.

Shortly after John Lennon,

former member of the Beatles, was slain, the following

words appeared in an American religious journal:
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It is sobering to think that the public
mourning
for a dead rock star can be on a scale
comparable
to that which followed the murder of
a

of the United States.

President

The immense power of popular music, both as
a creator
of values, and as a voice for those values,
was
never more evident. For a few hours, in the
sharing
of grief at John's death, we glimpsed again
that old
sense of unity, and its memory hurt as much as
did
the grieving.
(Arnason, 1981:4)
the potential power of popular music as a socializ-

ing agent and its worth as a social indicator, tradi-

tionally, have been underplayed by American academicians,

ethnomusico legists have documented their fears about the
threats of American classical and popular music to eclipse
some of the musics in other parts of the globe.

Mantle

Hood spoke of the dichotomy faced by the modern ethno-

musicologists
More than most other scholars in the humanities
and social sciences, the ethnomusico legist is dependent on field and laboratory instrumentation. He
could make no inroads as a scientist until the
fairly recent development of the broadcast quality,
battery-operated tape recorder.

—

The electronic age is his strongest ally and at
the same time his lethal enemy.
The global dissemination of commerical music via radio, jukebox, television, and the motion picture is engulfing the
weaker oral traditions of a number of societies.
(Hood, 1971:21)
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Thus,

looking at diverse music cultures involves
recogni-

tion of cross influences, some negative,
some positive.
To summarize the value of an anthropological
out-

look in the educational setting,

first, a look at the

elitist nature of Western classical music was
explored
in anthropological terms suggesting a means
for placing

the music in the perspective of its cultural
context and

thereby providing a rationale for co-existence of this
music with other musics of the United States and of other
countries.

Secondly, a rationale for using diverse cul-

tural resources for "art music" was explored.

The third

part of the discussion centered around the observance of

music in a societal context as

a

possible means of observ-

ing the societal context through music.

Finally, the

blurring of boundaries in musical categorization was discussed as a factor which could inhibit ethnocentric views
of non-Western-ma j ority-classical music.

Genesis of criteria

.

In light of these considerations,

the choice of what to teach in terms of concrete data

about which culture assumes monumental proportions.

The

aims of the instructor must expand to include fostering
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in the students an awareness of the human
dimension

of music.

Regardless of the specific content of any

music survey course, students who leave should be aware
that they are part of a world system of values and
P^3.ctices related to music as a product of society and

an agent of socialization within society.

The possibility

of understanding the neighbor's environment by better

understanding one's own and vice-versa is brought closer
to fruition by exploration of any of the humanly-organized

systems.

Therefore, the assessment of intercultural

perspectives in

a

music appreciation course is indeed

anthropological
The following criteria were designed to assess
the intercultural perspectives provided in the Five-

College music appreciation textbooks.
teria are original.
is the

The thirteen cri-

The conceptual basis for the criteria

previously discussed literature on anthropology.

An underlying premise of the study is that if people can

successfully view themselves in an anthropological perspective, a basis for transferable understanding is begun.
If people can successfully view other cultures as well

anthropologically, skills for sensitive cross-cultural
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perception and ultimately an increased degree of intercultural understanding can be facilitated.

Statement of Criteria

—exL.e nt

to whicli music from many music cultures
is included among the music examples

1

.

Observance of differences and similarities from culture to culture is basic to a heightened response
to variables among music systems.

As a point of

departure, one must also be made aware of the scope
of diversity as a means for addressing the music of

one's own culture as a contributor to that diversity
as opposed to an existential backdrop against which

diversity is projected.
2

.

The extent to which the text is organized around
music concepts which are readily transferable to audio perception of any culture's music an aesthetic
approach

—

.

Ethnomusico legists have identified broad concepts

which can guide the study of music of any cultural
tradition.

The number of specific concepts contained

within the general categories

is

limitless.

Dealing

with specific products, on the other hand, is limiting

.
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For example,

if one speaks of the "symphony,

perception is limited to the Western classical tradition.

If one speaks in terms of "instrumental music

groups," the reference may include Balinese gamelins,

Ghanaan drum ensembles, the Duke Ellington Orchestra,
the Chicago Symphony, and many others.

if the sub-

ject is "Grand Opera," the discussion is limited to

Products of the Western tradition.
instead,

"vocal music:

if the subject is,

production and organization,"

the concern is with the process of producing or organ-

izing vocal music in any context.

Even though the

specific example may be Western, the concept is gen-

eralizable to music of Tibetan Monks, children's
choirs, Chinese Opera, or European Oratorio.

Music concepts allow for as broad

a

teaching

base as the limits of imagination, time, and resources

will permit.

Some very broad concepts suggested by

anthropologist Alan Merriam are listed on page
of this study.

The first is "the Distinction,
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im-

plied or stated, between music and noise."
3

.

If the book is organized around musical products
(such as music from various "periods"), the extent
,
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which sections
classical music
to

a re

devoted to nnn-w^^ <-»^r,

non-

The organization of a textbook
around musical pro-

ducts limits the possibilities of
comparison unless
the products represent cultural
diversity.

Even so,

the extent of comparison is limited
primarily to the

specific examples presented.
extent to which the title or su btitlps
imolv
(e.g., "Music”) when the content
does not provi de an obvious multi-cultural
focus

a

^iversal focus

.

Some titles denote a sweeping focus when
the material
IS actually only Western.

This tends to reinforce

any ethnocentricity the reader may bring to the

learning experience.

if a book is entitled

standing Western classical music

.

"

"

Under -

it is to be ex-

P^^ted that the subjectmatter will be limited to
relatively narrow sphere.
"

"

a

Music in Our Culture "

Music in the United States " would require a

universal approach, at least through perspective
if not through content.
5

.

The extent to which preface or other introductory
material expressing text obiectives delimits the text book to exclude intercultural subjectmatter
.

Just as titles are important to setting the perspective
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of a book or a chapter, the
author's acknowledgement

of a limited intercultural scope
is important.

author
IS too

(s)

The

might state that the body of world
music

vast and the time for study too
short to sample

any but the music of the Western
culture in a meaningful way; or they might suggest
that listening skills

will be developed which will help to
understand any
of the world's music.

Even a simple phrase "primarily

in the Western classical tradition" can
help to put

the music under consideration into a global
context.
^

The extent t o which illustrations represent non Western cultures
.

Technology has made the visual aspects of education an
integral part of learning.

For a sighted person,

response to visual stimuli is much more basic than
response to complex ideas expressed in words.

A pic-

ture of a Japanese adorned in traditional attire

performing on a Koto or shamisen while Japanese children sit nearby expresses something about a human

reality that words could not convey.

The picture

described has high value in acquainting people of one
culture with those in another.

In the quantification
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of this criterion a hierarchy of
values was presumed

—not

in an absolute sense, but for
the sake of ack-

nowledging the relative value in different
types
of illustrations.
a.

The rationale follows:

People from other cultures— These
illustrations

provide iconic exposure to human beings who
look

different from the majority population of the
student's society.
b.

Objects from other cultures

— These

can help to

provide an appreciation for the artistic expression of any people along with an appreciation for

technology on a timeless and global scale.

Ob-

jacts which are an integral part of ritual or

artistic expression have significant intercultural
value, but not as much as they would if people

were included.
c.

— Trees, snail shells, pastorale
sunrises, etc. — are life-links which

Objects of nature
settings,

have an automatic universality.

Even though flora

and fauna in various regions are distinctively

different from those in another, relating to

aesthetically pleasing eucalyptus trees may not
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be so different from relating to
oaks or

palms
d.

Objects which represent Western
culture— These
things were assigned a very small
intercultural

value because they have come about
through

human endeavor and are, in some ways,
similar
to art objects, edifices,

and musical instru-

ments produced in other societies
e.

Photographs or artistic representations of

Caucasians

— if

such representations were linked

with the Western-classical tradition or with

majority appeal, no intercultural value was
assigned.

For example, a Caucasian dressed in the

folk costume of Hungary would be included as a

person from another culture; but jazz clarinetist Benny Goodman in a business suit would not.
"7

•

The extent to which recommended supplementary mat erials are multicultural in emphasis
.

A constraint to interculturalization of curriculum
is lack of ready access to background reading and

supplementary listening materials.

Inclusion of

basic bibliographies and discographies

could help
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facilitate further inquiry by students
or professors,

either during the course or at any
time afterward.
8

.

Th e extent to which an inte r
cultural perspective
integration of m usical examples from
^
npn-We stern, non-classical musir
cultures
.

When non-western or non-classical
music is placed in
a separate section of the
textbook,

comparison is diminished.

opportunity for

Also, the message of

"separateness" is emphasized.

For example,

feelings

about love of the land expressed by an
American plains
Indian are not so different from Aida's
expression of

longing for her homeland Ethiopia in Verdi's
opera.
The tonal system used in Turkish classical music
is

much more complex than that used in the Westernclassical tradition.

The difference is worth consid-

ering as the concept of a total system is introduced,
not in a remote chapter where the music of Turkey is

considered generally with that of the entire non-

Western population.
9

.

The extent to which the written text provides a
global perspective for viewing Western-classical
mus ic
.

In order for students to regard other musics with

respect, they must be able to see the music with

93

which they have the most experience in a
larger
context.

Points are assigned when stated or implied

comparisons are made to show that Western-classical
is not the

only musical tradition.

This is similar

to criterion 5, but is dependent on comparison

actually made in the general text rather than on
the author

s

statement that only the Western tradi-

tion will be discussed.
10

.

The extent to which a participatory frame for
student involvement is suggested
.

The distinction made between performers and listeners
in art traditions is often classist.

Often the elite

have more access to the special training which makes
a

"superior" performer in any tradition than do

those with fewer economic resources.

One's social

worth is determined by the extent to which one can
identify with the pre-determined "highest possible

musical attainment."
There are, however, traditions in which there
is a

high artistic attainment which is not exclusive.

The specialized mastery is contributed to the com-

munity of musical expression.

For example, people
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sing together while a specialist provides
an accompaniment; people dance to the music of an
accomplished

country fiddler or an accordian band; or the
master

drummer leads the others in music for a ceremony
in

which virtually all of the community participate.
There are also other levels of participation.

People simply sing together in a car or bus; people
join together at camp or, in certain societies, at

public drinking places

Actually performing music can serve at least
two functions.

it can lessen the level of abstrac-

tion of musical concepts and constructs and it can
put people in touch with a part of their humanity

which is, perhaps, neglected.

To the extent that

they are more in touch with using their voices and
their bodies to produce and respond to music, they

may be more in touch with others who are doing the
same regardless of the cultural setting.

Along with

being participants, they can become more "active"
listeners

95

11

.

The extent to which live performances
or lecture as an
integ ral part of the written text,

^monstrations by non-We s terns are advocaheH
.

Recordings are a remarkable aid to putting
people
in touch with cultural diversity as
are photographic

illustrations.

However, they are not people who

can interact with students, respond to
questions,

and demonstrate real humanness.

Opportunities for

exposure to exponents of a variety of musical traditions could enhance the intercultural dimensions
of
a course
12

.

Th e extent to which music is integrated with the
other arts and other aspects of living such as life
ceremonie s, leisure, work, politics, and economics
.

As ethnomus ico legist Alan Lomax's research indicated
(see p.

77

of this study)

,

music

is a

society as well as a societal index.
exist as a separate phenomenon

.

product of
It does not

in the Western

concert tradition, architects design the oftentimes

elaborate buildings in which music

is

placed.

Other

artisans provide sculpture, paintings, stained glass,
and other items of adornment for those buildings.

Many instruments in all traditions are decorated with
the most finely crafted visual detail in varieties
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of painting, carving,

niques

.

inlay, and other tech-

Often the arts are bound to spiritual-

ity. Music IS also related
to other art as a subject

of visual and plastic arts and
literature, and as an

integral part of dance and some drama.

Other areas of integration suggested
are both

self-explanatory and complex beyond the limits
of
this brief discussion.

What is most important is

that to the extent this criterion is addressed,

potential for cross-cultural comparison

is

heightened.

The arts are integrally related to each other
and to

other parts of life in all societies, even though in
some societies there is no word for "art."

—exten t

to which intercultural material presented
—from obvious stereotypes, overqeneralizations
o^missions, errors, or extremely superficial treatment

,

.

There are times when attempts to include intercultural

dimensions are so poorly

done that the effect could

be damaging to the cause of understanding or accep-

tance of other peoples and other musical traditions.

There are times, too, when although no real harm is
done, the positive effect is negated by the super-

ficiality of the presentation.
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For example,

if the only illustrations of

people from anywhere on the continent
of Africa
depict scantily clad young men engaged
in

a

vigorous

ceremonial dance, and the caption reads
"African war
ritual," the stereotype of the savage
African is

perpetuated.

Also the misconception of a monolothic

Africa is reinforced--Africa as

a

country rather

than as a continent.

There are times when musics of other cultural

traditions are erroneously described or judged by

Western concert— hall standards.

While the descrip—

accurate at least in part, the descrip-

t>e

tors are ill-chosen.

For example, music of Southern

I^dia might be characterized as being basically mono-

phonic with

characteristic drone, usually accompan-

a

ied by a drum.

In Western terms, monophonic usually

denotes simplicity

— the

tion of Western harmony.

contrary,

is

beginning stage in the evoluIndian melody, to the

far from simplistic.

The theory of

Indian melody is complex enough to defy mastery by

even the most accomplished artists in the tradition.
Drums, too, are associated primarily with "primitive
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cultures or with the marching tradition
in this
country.

m

India,

the theory of rhythm would also

require much of any would-be-performer
(Malm, 1967:
69-71)
In Chapter III these thirteen criteria
serve as the basis

for analyzing the intercultural
perspectives in Five

College music appreciation textbooks, relying
on the

quantification process outlined in Chapter

I.

The following discussion reveals the results
of

three computer searches and other research related
to

providing

a

rationale for the present study.

There is,

apparently, a need for such a study.

Results of Literature Se arch

A computer search using the following descriptors
was completed:
(Search,

(Search 315 20B,

3/31/81,

3:38 p.m.)

8/2/79)

Mus ic

Music Activities
Music Appreciation
Music Education
Aesthetic Education
Fine Arts
Intercultural Programs
Multicultural -Education
Cultural -Plural ism

Higher Education
Post -Secondary-Education
Colleges
Universities
Private -Co lieges
Anthropology
Ethnomus ico logy
Textbooks
Textbook-Bias
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Cross-Cultural Studies
Cultural Interrelationships
Cultural Enrichment
I ntercultural -Programs

Multicultural-Textbooks
Textbook-Evaluation
Textbook-Preparation
Textbook-Standards

Examination of the materials gathered as

a

result and of

materials gathered through other means indicated
that

apparently no studies with the specific focus of
this one
have been published.
The computer search indicated that research in the

area of music textbooks at the higher education level is

virtually nonexistent.

Out of 300,000 articles in the

database, only forty-one have been written about music

textbooks of any description; and of that forty-one,

only one pertains to Higher Education.

That one focusses

on Community Recreation Programs

A similar search with similar results was conducted
for dissertations written since 1861.

Out of 3,472 disser-

tations about music, only 31 were written about music

appreciation.

Only two of those focussed on textbooks.

One of the two dissertations, written in 1939 by Ernest
W. Nalback, was entitled Music Appreciation;
f or

Junior and Senior High Schools

.

A Textbook

The other, written

in 1980 by Elanor Ray Hammer is D escriptions of Musical
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^ Critical Analysis

.

While there is some overlap in
conceptualization
of this study and the Hammer
study, the emphasis differs.
The Hammer document is concerned
primarily with the theo-

retical aspects of the musical
examples.

The sociological

considerations are discussed, but not as
the focal point
of the study.

Quite a lot of material has been written
about

various kinds of "ethnic music" in this
country and about

specific music cultures around the world.

An entire issue

of the MENC Journal was devoted to International
Music in

October of 1972

.

Most of the articles apparently were

intended for elementary and secondary general music
teachers.

Even though teachers of general music at the

college level could use the material to augment that in

music appreciation textbooks, they are less likely to

encounter the articles than are the elementary and high
school educators for whom the journals were written.
There is a movement at this time towards multi-

cultural emphasis in teaching.

Again, the target popula-

tion are primarily the elementary and secondary levels.
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Included in the material are methodologies
for identifying biases such as race or sex, and
checklists for rating

textbooks according to their treatment
of minorities in
the United States.

Some of the resources are recommended”

for use in high school through college;
and some suggest

use in churches or community organizations.

Most, however,

have a social studies, history, or language arts
emphasis
and are only indirectly applicable to this study.
^sl3-ting to music appreciation generally

have either an historical or a pedagogical focus.

recently written material clearly indicates
a

While

a move toward

broader perspective, research reported and recommenda—

tions made are most appropriate for individual instructor
use.

For example, the Frank Porter dissertation. An

Exploratory Study of the Development and Improved Teaching
Procedu r es in a Music Appreciation Course (1965) is a study

concentrating on student interests and needs.

The data is

based on an indepth study of one course.
Following are three excerpts from Porter's dissertaThey are taken from a lengthy quotation which spoke

tion.

to the issue of diversity in music experiences for stu-

dents

.
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1

)

2

)

3)

We are now in the space age and
18th and 19th
century music from an aristocratic
society no
longer suffices for the mass culture.

who wants a symphony at a square dance,
or who wants to hear the square-dance
band in
the concert hall? Who wants to hear
opera at
the football half-time show, or the
marching
band in church?
.

.

.

We who espouse and cling to only one
aspect of
music limit not only our employment potential
but our own artistic growth and development.
In addition, we educators are not fulfilling
our responsibilties to the students by indoctrinating them with a narrow philosophy of musical
acceptance.
it is our job to teach music all
music, not just one phase of it.
(M. E. Hall,

—

in Porter,

1965:112)

Porter recommended that more multicultural emphasis
be made, but he disregarded the need for assessing the

suitability of the textbook in this regard.

Porter got

very close to the issue, but in his recommendations, he

dealt primarily with what would be more interesting and

beneficial to the students in

a

specific class and what

the instructor needed to incorporate in the class to make
it more suitable.

Similarly to the Porter document, other writings
seem to focus on ways people who teach should think and

things they should do to heighten the interest and rele-

vance of their teaching.

Not enough allowance is made
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for the fact that many teachers have
neither the interest,

the skills nor the time to devote to
searching out new

materials and rewriting
new 'order.

a

curriculum to accomodate the

Some who are not really opposed to thinking

in intercultural terms simply have no ready
point of

departure.

If the message from textbooks is that "the

intercultural material is not important enough to be
included among these pages," the answer from the educators

must be, "then it is not important enough for me to
research on personal time either."
Finally,

it is apparent that "international,

multicultural, and intercultural" are most often treated
as subjectmatter and not thought of as a way of life.

The concept of the dominant culture of the United States
as participant in the diversity as well as observer needs

further development.

CHAPTER

III

EVALUATION OF TEXTBOOKS

Overview

1'^^tbooks used in the Five Colleges during the

academic year 1979-80 are analyzed according to the
quan
tification process outlined in Chapter l* using the
criteria discussed in Chapter II.**

The hooks analyzed

are
The Art of Listening;
Developing Musical Percep td^on_, by Jean Shapiro Bamberger and Howard

Brofsky (1979)

.

Music in Perspective by Edith Boroff and Marjorie
Irvin (1977)
.

What to Listen for in Music
(1957)

,

by Aaron Copland

.

The Norton Scores:
An Anthology for Listening
edited by Roger Kamien (Volumes l and II)
(1970,

,

1971)

Music, An Appreciation by Roger Kamien (referred
to as "the Kamien" throughout the following
discussion) (1976)
,

.

*See table 2 for summary of analysis and Appendix
for the data-gathering instrument.

**See page 86 of this study.
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Listen

,

by Joseph Kerman (1976)

—j'^^JQyniQnt

o f Music,

Listening

,

An Introduction to Per by Joseph Machlis (1977)

E ar Cleaning;

Course

,

Notes for an Experimental Music
by Murray R. Schafer (1969)

Only the five books to which the criteria could
be
most meaningfully applied are included on the
chart.

The

others are included in the discussion in relation to
the

which were deemed most appropriate to their
analys is
Ths discussion is meant to highlight the findings of

most importance to the discussion of intercultural perspectives.

The criteria are usually discussed in order, but

not necessarily in relation to each textbook.
book, The Enioyment of Music:

The Machlis

An Introduction to Perceptive

Listening (1977) and The Art of Listening:

Developing

Musical Perception by Bamberger and Brofsky (1977) are

discussed in some detail.

They represent relative extremes

among the textbooks evaluated.

Other textbooks will be

discussed only to the degree that they emphasize variables
not discussed in the first two analyses or to the degree

that variation from the others or reinforcement of the

previous discussion is noteable.

TABLE

2

SUMMARY SHEET FOR TEXTBOOK ANALYSES

—

j|
(Music
Appreciation)

Ji
Brofsky
Bamberger

&

>
0 u
U M
0

a

Non-Western-majority-non-class ical

Non-Western-majority classical
Sections of non-Western-class ical
ma j ority
Aesthetic approach
Incongruity of title and text
Stated delimitations

Non-Western illustrations

Supplementary material
Integration of examples
Global Perspective for Westernclassical

5.8

3.6

rinan

Kamien

——
0
3

s

an

2.7

Ke

.2

.

1

4

9.3

2

3

5

3

0

0

0

-4

-4

-4

-4

-4

2

1

0

0

0

5.5

7

0

10.5
1

10

8.2 10.8
0

1.9

1.9

6.9

2.1

0

1

.3

3

2

0

Participatory Approach

3

0

0

0

0

Advocacy of live performance

0

0

0

0

0

Music as an integrative art

3

3

..

"

1

1

3

12

1

—

i

1

“1

1

1

Negative presentation of intercultural content
TOTAL POINTS

2

0

-4

40.6 27.7 19.8

-2

7.6

-7
2

.4
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General Discussion
The following discussions of textbooks
show examples

of criteria in action.

With only one exception, inter-

cultural content was found in each of the
Five-College
textbooks.

The exception was the Norton Scores

.

The

preface to the scores described the content and
the
intent of the book:
This anthology is designed for use in introductory
music courses, where the ability to read music is not
a prerequisite.
The unique system of highlighting
employed in this book enables students to follow full
orchestral scores after about one hour of instruction
The works included.
have been chosen from
among those most frequently studied in introductory
courses.
The selections range from the fourteenth
century up to the middle of the twentieth, and
represent a wide variety of forms, genres, and performing media.
(1970:vii)
.

.

.

.

.

Roger Kamien, the editor, offered no delimitation regarding music of the remainder of the world.

Perusal of the

table of contents, however, established that there was no

inclusion of non-Western-class ical works in either volume;
and most of the material was symphonic.

Since there were

no illustrations and no written text beyond the preface,
the criteria used for quantifying the intercultural per-

spectives of other textbooks were of no use.
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Content in other textbooks varied
widely.

Some

textbooks included a mixture of music
from many sources,

while others departed only very
slightly from a completely

Western classical format.
The Machlis book, T he Enjoyment of
Music

(1977)

,

was

one which adhered quite closely to Western
classical tradition.

The only music that was discussed at any
length

was Western classical— eighty-two of
eighty-four chapters.
The other two chapters were devoted respectively
to "Jazz"
(chapter 80)

,

and "Duke Ellington,

"

(chapter 81)

.

The

only time folk music from any country was included was in
introductory chapters where well-known children's songs
and folk melodies were used to illustrate the elements of

Western music (i.e., melodic line, rhythm, meter, basic
forms)

.

There was some mention of the blues in connection

with the discussion of jazz, but only as it was passed in
terms of an evolutionary process.

The term "international"

was used by Machlis in describing two epochs of music in
the Western-classical tradition, sometimes called the

"Austro-Germanic" tradition.

He stated:

The classical era created a universal style disseminated through two international art forms Italian
opera and Viennese symphony. These represented an

—
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all European culture that transcended
national boundaries.
In this regard classicism reflected
the
international character of the two most
powerful
institutions in eighteenth century society,
the
aristocracy and the church.
(Machlis, 1977:170)

Machlis painted a parallel picture of
Twentieth Century
mus ic
The new music is a language shared by
European and
American composers alike.
this sense music in the
mid-twentieth century has recaptured something of
the
universality it held in the eighteenth century (and
lost in the nineteenth as a result of the emphasis
upon national schools)

m

Again, the emphasis was on European-tradition

composers."

There was no acknowledgement that any music

existed even in European societies apart from the "art"

music
The organization of the Machlis book was primarily

centered around Western-classical music, its forms, and
its styles.

There was a significant number of biographical

sketches of famous composers accompanied by excerpts from

their music.
The two sections on jazz represented only 4% of
the total pagination.

They were both written by Martin

Williams, a colleague of Machlis.
fashion,

Written in a scholarly

they were accompanied by excerpts from musical
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scores of some of the more Important
works cited.

Even

though no one could do Justice to
the whole of Jazz

— its

evolution, its people, its theory and
practice-in the

course of nineteen pages; within the
context of a pre-

dominantly Western-classical treatise,
the treatment
could not be characterized as "superficial."

Illustrations reflected the text of the book in
terms of intercultural content.

Seventy-five percent

of the illustrations were quite obviously
figures of

persons in the dominant culture of the United States
and
Europe.

Many were part of the biographical presentations.

Out of 165 illustrations, only ten pictures of non-white

people appeared.
jazz.

All but two were in the two sections on

The two exceptions were a picture of three Black

school children in a group of five surrounding Barry
Tuckwell, a Caucasian French Hornist, and a picture of
J.

J.

Johnson, a Black jazz artist playing the trombone.

Both pictures were in the section
of the Orchestra."

J.

j.

entitled "Instruments

Johnson's picture was inappro-

priate to the section in that his major association is
with the field of jazz.
There were two stereotypes reinforced by the two

Ill

photographs used,

one is that Black people can
participate

in orchestral music only as

observers—

(the smiling,

curious Black children looking
admiringly at the Caucasian

French Hornist)

.

The second is that when Black
people do

play an instrument, it must be of the
variety most commonly
used in jazz ensembles—

(j.

j.

Johnson, the well-known

jazz trombonist)

There was a sizeable bibliography included
in the

back of the textbook.

Out of the 167 entries there, 12

were about non-Western-classical music or musicians.

All

of those twelve include jazz as a major emphasis.
in the Machlis nor in any of the other

textbooks examined was there a significant advocacy of
live performance or of student participation in music-

^^^ing.

In the introductory chapters, Machlis outlined

the simple melodies as illustration of basics in music.

These could serve well as participatory introductory

activities.

Machlis, however, did not actually suggest

this possibility.
The small amount of intercultural material which

appeared in the text was located in
part of the book.

a

very unfortunate

The two chapters on jazz,

for example.
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appeared as chapters 80 and 81 in
84 chapters.

a

book which had only

if the book were presented
chronologically,

jazz would not appear until the
early twentieth century
and,

therefore, could more legitimately be
a part of the

book's final pages.

Machlis, however, stated in his

preface that he felt no need to maintain
logical presentation.

a

strict chrono-

in a textbook the size of the

Machlis, 430 pages of small print, a section
beginning on

page 386 could be slighted or ignored completely
in

semester course

a

one-

.

As suggested by the previous part of the
discussion,

the Machlis text did not include non— Western cultures.

Neither did it provide an anthropological treatment of

Western-classical music.
of Music

His textbook title

(emphasis supplied)

,

"

The Enjoyment

implied something broader

than the posture which Machlis assumed.

Machlis' prefatory

delimitation read as follows:
have not gone along with the practice, currently
in fashion.
of devoting a brief chapter or two
to non-Western music.
The musics of Asia and Africa
present a diversity of ancient cultures with an extraordinarily rich and complex literature, any adequate
discussion of which would carry us far beyond the
confines of this book. To attempt to cover so vast
a subject in a few pages is as pointless as would be.
I

.

.
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in a book on African or Asian music, for the
author
to discuss the musical heritage of the West
in six
or seven pages.
Such a procedure can have no educa-

tional value whatsoever.

(p.

vi)

Beyond this discussion, Machlis did not mention
the rest of the world.

There was no reminder to the

readers that there are alternative ways of thinking about
music, about musical performance, about instruments, or

about music and society.
There was no integration of musical examples from

non-Western-classical cultures throughout the text.

Dis-

cussions of other textbooks will show how other authors

managed to achieve this kind of integration.
To some extent, Machlis used the visual arts to

point out the philosophical context of musical compositions and to show performance settings.

He also related

music to political and philosophical movements of the
various societies from which the music grew.
There were 7.6 total points assigned the Machlis
textbook.

(Please refer to table

of textbooks.)

2

for relative ratings

Of the textbooks charted, the Machlis

received the second lowest rating for intercultural

perspectives
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The textbook which was assigned
the highest rating

of any Five-College textbook was
Bamberger and Brofsky's
the A ^t of Listening:

Developin g Musical Perception

.

The

textbook, published by Harper and Row
in 1979, had many

features which would make it an effective
agent of inter-

culturalization

.

Music examples in the book represented

a

variety

of cultures including non-classical Western,
and non-

Western classical.

The number of non-Western or non-

classical examples represented 16% of the total.

Because

Bamberger and Brofsky relied heavily on musical examples,
there were many opportunities for intercultural musical

encounter through the examples

.

Following is

a

list of

examples from just two of the five chapters in which

non-Western music examples appeared.
3.4
3.6
3.7
3.13

3.14
3.15
3.16
5.1
5.2
5.3
5.6

5.19

Did You Ever See a Lassie (Folk Traditional)
I Got Rhythm-sung by Ethel Waters (Gershwin)
Tamil Folk Song
I Got Rhythm, performed by Ruby Braff-George
Barnes Quartet
Shaw 'Nuff-Dizzy Gillespie & Charlie Parker
Cowboy's Lament-sung by Burl Ives (American Folk)
Bonnie Wee Lass-sung by Burl Ives (Scottish Folk)
Dodoitsu (Japanese)
Citombe (East African)
The Moon Shines (Bulgarian)
Old Blue-sung by Burl Ives (American Folk)
Giant Steps-John Contrane
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5.30
5.40
5.42
5.43
5.44
5.45

Little Boxes-sung by Pete Seeger (Maxwell)
How Long Blues -Jimmy Yancy
Mean Old Bedbug Blues-sung by Bessie
Smith
Fine and Mellow-Billie Holiday
Relaxin at the Camarillo-Charlie Parker
Be Careful with a Fool-sung by J.
Winter
(King and Josea)

Of 198 musical examples included in the
textbook, 33 were

non-Western
Of 149 suggestions for supplementary material,

only twelve were non-Western in emphasis.

All were

either books or records of jazz or blues.
The authors advocated participatory listening.

however, at least a few examples of group

creativity.

The following is one example:

We suggest now a more active participation in the
musical process which should help you listen more
responsively.
For example, several students might
get together to form a "rhythm band" either with
toy or actual percussion instruments or simply with
clapping or rapping. One player can establish the
beat, another the meter by "playing" only the downbeats; then one or two others can beat various
patterns.
(Bamberger and Brofsky, 1979:34)
.

.

In addition to this kind of group involvement, there were

self-correcting exercises for students designed to help
them test their newly acquired or sharpened individual

listening skills
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All of the intercultural material was presented
in the first two parts of the book.

All music used

there became primarily a means to the end of
understanding Western musical concepts, terms, and processes.
r cu 1 t ura 1

material throughout the first

five chapters was treated no more and no less superfi-

cially than material representing Western classical
^'jsic.

Even Western classical periods and specific pieces

were mentioned either in terms of isolated specifics
or in passing generalities.

in the introduction the

authors delineated their objectives in this regard quite

specifically by stating:
This book grew from our desire to teach introductory
music from an entirely new and radically different
point of view.
We concluded that the primary
emphasis in our classes should be on experience
itself rather than on facts about music.
(xv)
.

.

Only in the last two chapters of the book was the

historical context considered directly.

The authors gave

students the following reasons for this radical departure
from tradition:
1)

To grasp fully the characteristics of the style
of a particular composer or group of composers
writing contemporaneously requires all the
listening skill that you have been acquiring
before reaching this section.
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2)

Historical significance can be understood
only
against the background of experience
with music
of all periods.
By the time you reach the
final section, your increased perception,
your
broader musical experience, and your
growing
sensitivity to stylistic differences will
help
you gain a deeper understanding of musical
styles.
(p. xviii)

When the historical accounts were given, only

Western-classical music was included.

If these accounts

could be interpreted as the culmination of all
past
chapters, much of the import of previously presented

intercultural content was negated.
The absence of intercultural material either in
the second half of the book or at important points of

summation tended to detract from the seemingly parallel

treatment of Western-classical and other musics throughout the first five chapters of the book.
in the first chapter,

For example,

culturally diverse musical examples

were used to illustrate some general musical concepts.

Towards the end of the chapter the sub-title "Putting it

All Together" appeared

(p

.

24)

Everything from that

point on in the chapter (including "ancillary reading"),
was strictly related to the Western-classical tradition.
The major strength of the Bamberger and Brofsky

text lay in the fact that it maintained an aesthetic
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approach throughout.

Not only were trans ferrable concepts

presented, but they were illustrated
through examples
from a variety of cultures.

Following are some examples:

You can also compare the Gabrieli Ricercare
with
the West African Singing Games (Ex.
1.14) which
we described as a game of musical catch.
In comparing Beethoven's variations on
"God Save

the Queen" and Jelly Roll Morton's improvisations
on

Scott Joplin's Maple Leaf Rag

,

the following was said:

There is one important difference here. The
transformations which Beethoven creates are composed
and written out, and they are played essentially the
same today as they were in Beethoven's own time.
Jelly Roll Morton's transformations are, at least
in part, the result of stylistic change.
The same
tune is reborn through another individual's art of
improvisation.
Transformation takes place within
the "history" of a single composed piece (Beethoven)
through the years of history (Joplin to Morton)
and within the live "history" of a single, unique,
improvised performance (Morton)
(Bamberger and
Brofsky:81)
.

.

.

.

.

.

Throughout the first five chapters the two authors

continued to make the most daring comparisons imaginable,
i.e., Mahalia Jackson's "Power in the Blood" with "Veni

Creator Spiritus "

(Gregorian Chant)

Haydn, with Ravi Shankar

(pp

.

(p

.

49);

Ravel,

46-48); Liszt's Faust

Symphony with John Coltrane's "Giant Steps"

(p.

M. Reynolds-Pete Seeger with Schubert and Mozart

188);
(p.

190).
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Added to such unorthodoxed comparisons
was the author's
tendency to use "mundane" musical
material to illustrate
esoteric points.

For example, the first phrase of

Mary Had a Little Lamb" was used to
illustrate the
following point from Arnold Schoenberg's
Fundamentals
o_f

Musical Composition

.

Even the writing of simple phrasing includes
the
use of motives, though perhaps unconsciously.
The motive usually appears in a characteristic
and
impressive manner at the beginning of a piece
(p.

298)

As suggested in previous discussion, there was

some discrepency in the global treatment of Western

classical music from one section to another.
authors reached chapters
'-'^^tent

6

and

7

(of 9)

When the

all intercultural

and the cross-cultural comparative format was

abandoned.

Chapter

6

In Chapters 6 and

began with the following declamation

7 we finally bring together the
various aspects of music which have, of necessity
been discussed separately throughout the book. We
are at the moment promised in the introduction,
when you should be able to perceive the effects of
the various aspects of music "not as isolated
factors, but as parts of an inseparable whole,
combining and influencing one another to generate
the events, motion, and process of a unique
."
work.
(p. 234)
.
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Even though this pointed away from a
global perspective,
the authors'

introductory remarks as well as well-spaced

acknowledgements throughout the text showed
that the
authors were constantly aware that music
has significance

beyond the borders of Western thought and
practice.

This

was pre-echoed by Roger Sessions in his
forward to the

textbook.

He said:

today probably as never before and probably
above all in colleges and Universities, it needs
to be tirelessly emphasized that msuic, like
every
other art, has existence and values of its own,
*l^ite distinct from its history, ethnology or
Theory.
(Bamberger and Brofskyrx)
.

.

.

Other excerpts which further emphasize a continuing global

perspective include the following:
All the melodies of Examples 3.1 to 3.6 belong
to our own Western culture and yet probably only
two or three match what we think of as the prototypical tune.
(p. 96)

Remember however, that harmonic frameworks differ
from culture to culture.
(p. 153)
At this juncture we add another dimension to your
listening.
The works you have studied so far
include music written over a period of perhaps eight
centuries including a few examples of African and
Asian music, but mostly concentrating on Western.
.

(p.

.

294)

Finally, the book was conceived as a component of
an interdisciplinary humanities course at the University
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of Chicago (xv)

Therefore, the illustrations were re-

.

lated to the text in

a

variety of ways.

Some simply

illustrated musical events, people, and places;
but some
compared music concepts with natural phenomena
or with
the visual or plastic arts.

For example,

on page 114,

a

high-speed photograph of "waterdrops" was compared to
'discreet pitches" and "a pitch continuum."

A Nautilus

ohell was compared to a "sequentially repeated motive."
A black and white plate,

introduce chapter
under it read,
.

.

.

4,

"Rice terraces," was used to

"Means of Organization."

The caption

A particular way of building up the world

as in the creation of language."

The two books discussed so far are different in

several respects.

The Art of Listening

...

by Bamberger

and Brofsky was particularly strong on global perspective,

particularly as it involved integration of music examples.
On the other hand, Machlis,

in his textbook The Enjoyment

of Music made a very purposeful exclusion of other musics,

except jazz.

Bamberger and Brofsky ignored non-Western music
in their final discussions in which brief historical

accounts were written, even though many composers of jazz
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were included among the others on his
"20th Century

Chronology."

Machlis, on the other hand, employed

a

colleague to write a scholarly account
of a brief history
of jazz and a biographical sketch of
the revered jazz

artist Duke Ellington.

Most of the Bamberger and Brofsky book
employed
an aesthetic approach

and Movement";

(i.e.,

"Sound and Texture";

"Rhythm, Pitch, and Movement";

and Design"; etc.)

(pp.

v-vi)

.

"Time

"Melody

Most of the Machlis

employed chronological organization based on traditional
ical periodization and biographies.
As previously stated, the two textbooks discussed
in the most depth represent two relative extremes among

music appreciation books used in the Five Colleges.

Other

textbooks will be discussed only to the degree that they
add significantly to the previous analyses.

Roger Kamien, in his textbook Music, An Apprecia tion (1976), made extensive use of illustrations.
145 illustrations,

Out of

49 were beautiful pictures which rep-

resent objects or non-Western majority people.

Twenty-

five of them included people either from a Western minority

or from a non-Western culture.

Illustrations included
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in the total count, but not assigned
points according to

the proposed system, were of Caucasian
artists whose

specialities lay outside of the Western classical
tradition.

These, too, were representative of diverse
musical

cultures

Kamien alloted a larger portion of the text to
sections on non-Western music than did any of the
other
textbooks,

76 pages

in all.

The section entitled "Jazz"

was approximately 32 pages long, the section on "Rock,"

approximately 16 pages, and the section on "non-Western
Music," 28 pages long.

Again, as in the Machlis, the

three sections which dealt primarily with non-Western or

non-Class ical music were located in the final pages of
the book.

There were 569 pages in the book, and the three

sections under discussion began respectively on p. 480,
p.

512,

and p. 528.

Almost all of the non-Western music

examples and all of the illustrations appeared in these
three chapters
As in the Machlis, non-Western illustrations which

appeared early in the text were stereotypic.

Among a

series of pictures depicting Western musical instruments.

Black men were shown playing guitar, saxophone, trombone.
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and tuba, all instruments which
are more a part of the
jazz band or band traditions than
the revered orchestral

tradition
The section on "Rock," by its inclusion,
made

certain omissions more apparent.

The most readily visible

was that the section on Rock included
only one Black

artist in its illustrations during a
nineteen-page discussion.

Also, Rhythm and Blues,

the tradition of Black

music out of which Rock was born was mentioned
only in

passing
The Kamien textbook was organized in the tradition

of the Machlis

.

Kamien

's

acknowledgement that there was

more of the world than the West came on page 528 of 569
pages.

The following quote from his preface states his

prime objective:
The book was written to heighten a reader's love
of music as well as to develop listening skills.
xxiii)
(p
.

The fact that 87% of the book was devoted almost

exclusively to Western-classical music was regarded by
Kamien as a natural course of events until page 528.

Then

the following quote appeared as part of an introduction
to the section "Music in non-Western Cultures."
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Non-Western music reflects the diversity
of the
world’s languages, religions,
geographical conditions, and social and economic systems.
The varied
peoples of the world have music that
seems to express
distinctive values, beliefs, and ways of
life
y
-

(emphasis supplied)

.

(p.

528)

Kamien indicated credence in the "existential
backdrop"
referred to on page 62 of this study.

He did not include

members of Western society as contributors to
the Earth’s

musical diversity.
'The

(1977)

Boroff and Irvin book. Music in Perspective

was the most richly illustrated of the books

examined.

Among its 303 pages were approximately 300

illustrations,

fifty of which were other than Western

majority people.

Of that fifty, twenty were illustra-

tions of minority or non-Western people, and fourteen

of objects from non-Western cultures.

While the number

of points assigned to this criterion, according to the

evaluation system, was lower than the number of points
assigned to the same criterion of the Bamberger and
Brofsky, the actual number of illustrations was higher.
The point difference resulted because the percentage of

total illustrations was accorded more weight than was the

actual number of illustrations.
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Unlike either the Kamien or the
Machlis, non-

Western sections in the Boroff and
Irvin were distributed
throughout the book.

"The Sansa" was discussed on
p.

102:

"Blacks in Music/Women in Music" started
on page 228;

"Jazz/Musical Comedy" began on p. 258; and
"Jazz," the
longest of the sections began on p. 292.

The treatment in

all of the sections except the final one,

"Jazz," ranged

from one to

pages.

"Jazz," which began on page 292

of the 303 pages, had only six pages devoted to
it.

There

was also one small section entitled "Music in
South Am-

erica."

In one-half page of text,

several South American

composers and performers in the Western classical tradition
were mentioned.

Folk cultures were not.

The Joseph Kerman textbook. Listen

(1976)

began

with beautiful color plates of non-Western people and
objects.

Early in the book, when musical instruments were

discussed, some from various cultures and countries were
included.

Some of the instruments illustrated were the

mandolin, the banjo, the ukelele, the balalaika, the
sitara, the appalachian dulcimer, elephant-tusk trumpets,

castanets, bongo drums, slit drums, gamelan orchestra

instruments, and others

(pp

.

18-20)

.

There were pictures
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of intricately carved and inlaid
instruments, demonstrating again, the close relationship
between music and the

visual arts.

After a more thorough examination of
the book, it
became apparent that there was not really
a global perspective provided throughout.

As in the case of other

textbooks, the non-Western material was
a

superficial way,

2)

Music:

presented in

presented as introductory material

to Western-classical music, and

part of the book.

1)

3)

was concentrated in one

A section entitled "American Popular

Jazz" occupied pages 352 through 357 of the 391

page textbook.

As usual, since the book was arranged
,

Jazz was next to the last chapter in the

book
Kerman made the error of characterizing jazz as

popular music.

Only at certain times in history could

jazz have been characterized as "popular music."

For the

most part, only the commercialized aberrations of jazz
could be so characterized
1930

's

and

'

40

'

s

— during

the big band era of the

The Kerman was also the least aptly

written account in terms of material included and the

perspective given it.
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An example of Kerman's tendency toward
ethno-

centricity is the following quote from his
section on

Aaron Copland:
Copland made his debut in the mid-1920's with
a
number of concert pieces employing jazz elements.
His most successful work in this vein is El
Salon
M e_xico which deals in South American popular music,
including a few actual songs.
(p. 350
,

.

After analysis of

a

.

)

very complicated phraseology which

was atypical of the people from whom Copland took his
ideas,

Kerman wrote the following:

Why did Copland go to this trouble? Because the
steady metrical beat of South American popular
music is dull and soporific, that's why. If you
have any doubts about this, you might ask yourself
which is more genuinely exciting, the highly irregular climax of El Salon Mexico or the incessant,
climaxless beat of a bossa nova band.
(Kerman,
1976:350)

One book in use as "recommended reading material"
was Aaron Copland's What to Listen for in Music

(1957).

The first edition was written in 1939, before the idea

of considering non-classical music as anything worthy of

inclusion in music appreciation textbooks was in vogue.
Even so, Copland made frequent references to other musics.
In his prefatory "Note on the Revised Edition," he ex-

plained the addition of two chapters:

129

question of how present-day composit?on should be listened to,
tion
the other considering the
comparatively new province of scoring and
its relation
to the movie-goer.
it is true that after fifty
years of so-called modern music there
are still thousands of well-intentioned music lovers
who think it
sounds peculiar.
it seemed worth an extra try to
see If I could elucidate some new
facts of new music
listening that do not come within the scope
of other
chapters. Both new sections are based on
articles
originally prepared for the New York Times MaaazinP
~
(Copland, 1957:vii)
.

.

""

In other textbooks,

’

the Western-classical music

of the twentieth century has been accorded even
less
space than music from non-Western cultures,

quently been treated in
has Jazz.

a

it has fre-

much more superficial way than

Much of what has been written after the Impres-

^^*^uistic period is simply not mentioned in music appreci-

ation books.

For example,

in Bamberger and Brofsky,

a

chronology of 20th Century composers was included which
listed only one composition written in the Western classica.1

tradition since 1955.

In fact,

there were only ten

compositions listed from the years 1925 to 1955 as opposed
to seventeen by Beethoven alone between 1800 and 1825, and

twelve by Mozart between 1778 and 1788.
Because most music appreciation textbooks tend to
be arranged chronologically, music of the 20th Century
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usually relegated to the chapter
just after the sections
on Jazz or "popular music."
Copland's contribution has
IS

emphasized the cultural diversity
within the Western tradition:
As mentioned before, Copland made
frequent refer-

ences to other mu sic s throughout his
discussion.

Following

are examples

Recently jazz-band trumpetists have made use
of a
large assortment of mutes, each producing
quite a
different sonority. Eventually some of these
are
almost certain to be introduced into the
symphony
orchestra.
(p. 64)
Copland ended the chapter with

a

paragraph that began with

the following words:

A chapter on tone color, written in America, would
ii^complete without some mention of the jazz band,
our own original contribution to new orchestral
timbres.
(p. 66)
The paragraph and the chapter ended with the following

words
There is no reason why you should not use the jazz
band as a way of practicing how mentally to disconnect separate musical elements. When the band
is at its best, it will set you problems aplenty.
(p.

67)

Copland's tendency was to regard other musics in terms of
their contributions to Western-classical music or in terms
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of their value as illustration of a
Western concept.

Still he treated them with respect.

in the section

entitled "Musical Texture" he said;

Monophonic music is, of course, the simplest
of all.
It is music of a single unaccompanied
melodic line.
Chinese or Hindu music is monophonic in texture.
No harmony, in our sense, accompanies their
melodic
line.
The line itself, aside from complex rhythmic
percussion accompaniment, is of extraordinary
finesse and subtlety, making use of quarter tones
and other smaller intervals unknown in our system
(p.

68)

In his chapter "From Composer to Listeners,

Interpreter,

to

Copland again showed his own grasp on a

global context:

"Let us begin with the composer, since

music in our own civilization begins with him"

(p.

158)

He then went on to place the composer in an anthropological

perspective

— sharing

in a symbiotic relationship with the

interpreter and the listener.

About the composer, he said.

If we examine this question of the composer's individual character more closely, we shall discover that
it is really made up of two distinct elements:
the
personality with which he was born and the influences
of the time in which he lives.
(p. 161)

About the interpreter, he added:
/Arturo Toscanini and Serge Koussevitsky/ are two
entirely different personalities men who think
differently, who emotionalize about things in a
different way, whose philosophy of life is different.

—
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it is only to be expected that in
handling the
same notes their interpretations
will vary considerably.

the listener was discussed:

Take seriously your responsibility as
a listener.
professionals and laymen alike, are
forever striving to make our understanding
of the
art more profound. You need to be no
exception,
no matter how modest your pretentions as
listeners
may be.
(p. 68)
'

Copeland's book was not arranged in a way that

permitted meaningful guantif ication

.

However, because

much of the material was discussed either from

a

philo-

sophical perspective or from an aesthetic approach, much

discussion was timless and bias — free.

tlis

This is

among the books whose primary focus is Western, but is
not necessarily an enemy to the cause of interculturali-

zation

.

Finally, there is little to say about the Schafer

textbook. Ear cleaning (1969)
ter.

in the context of this chap-

Hardly any of the criteria apply.

concept advocated in the book

— that

The overriding

of sharpening one's

listening skills in terms of sound perception--is a

valuable one which will be discussed briefly in the
final chapter of the study.

Unlike the Schafer book, the

133

music appreciation textbooks
examined approached listening from a musical standpoint.

The Schafer book empha-

sized sound first, and treated
music as humanly organized sound.

Accordingly, there was

a

systematic effort

to train sound pe rception— to
teach students to perceive

any sound in its context and to train
them to think

creatively about the organization of sounds.

How sounds

exist in terms of time and space and
in relation to silence and each other is important to the
perception or

creation of any music.

Therefore, to the extent that the

concepts are used to explore many musics, the
perspective offered could be very valuable.

Chapter Summary

In summary,

textbooks used in the Five Colleges

guite markedly in their treatment of intercul —

tural perspectives.

The two which were rated highest

according to the quantification system, were Bamberger
and Brof sky's The Art of Listening

Music

,

An Appreciation

(see Table

,

2

and Roger Kamien's
for a summary sheet

on ratings and the Appendix for a complete analysis of
the Bamberger and Brofsky textbook)
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The Art of Listening was very strong on
the

criterion "Integration of examples."

Both books received

high ratings on the relative number of non-Western
illustrations.

Although the Kamien actually had more

illustrations, the Brofsky illustrations represented
a
larger percentage of the total in the textbook, and
were

integrated throughout the text.

Most of the Kamien illus-

^^^tions were concentrated within sections treating non-

Western classical music.
The Bamberger overall rating was nearly twice that

of the Kamien.

The fact that its organization almost

totally relied on an aesthetic approach, its exploration
of concepts and processes would be readily trans ferrable
to any music.

Beyond that, Bamberger and Brofsky used

extensive juxtaposition of non-Western and Western musical
examples throughout the first half of the text and in
the final Chronology.

Throughout the Bamberger and Brofsky text,

a

global perspective of Western classical music was maintained.

It was evident, beginning with the introductory

portion of the book that the authors included Western

music as part of the musical diversity in the world.
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Bamberger and Brofsky included
students as potential makers of music and as
active participants in the

learning process.

They also pointed out certain
relation

Ships of music to the visual arts.

Other books had isolated features
of particular

excellence in terms of intercultural
perspectives.

The

Machlis had a particularly fine chapter
on Jazz and one
on Duke Ellington which,

unlike most other texts, in-

cluded written musical examples.

The Kerman had an

interculturally oriented introductory section
including
some very striking photographs.

That brief introduction

served to provide somewhat of a global perspective
for
the subsequent presentation of a predominantly
product•-^^tered Western classical approach to the subject-

matter.

The authors characterized the approach as "aes-

thetic," but it depended on a chronology of Western-

classical music for its overall organization.
Every book was assigned "minus" points for

incongruity of title or subtitles and text.

In every

book there were entire sections which were obviously
devoid of intercultural content.

These sections bore

such general titles as "Structure"; "Melody";

Dynamics "
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and many more,
me nt of Music ,"

including the textbook title,

"

The Enjoy -

which was, in its preface,
delimited to

Western-classical music, including Jazz.
The Copland, which was not examined
according to
the quantification system, was
particularly strong on

global perspective for Western-classical
music."

it

also emphasized two dimensions which
were not major points
of emphasis in other textbooks:

Twentieth century music

was explored in more depth than in any
other textbook,

and film scoring was accorded an entire
chapter.
None of the traditional textbooks was strong
in
the area of "participatory approach."

The Bamberger and

Brofsky came the closest, but little real creativity
was
advocated.

Ear Cleaning, however, was presented almost

exclusively in a participatory fomat in which creativity
was a major objective.
Finally, because most textbooks were arranged

according to a chronology of Western classical music,
which did not fit that mainstream
"Music of Other Cultures"

— were

— such

as

relegated to the final

pages of the book or were placed in isolation in

a

chapter

only remotely related to any other material in the book.
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Also, any consideration of
minority musics in this

country were only concerned with
their most recent history.

Therefore, Jazz started in the early
20th century

(not in ancient Africa and
Europe)

;

Roch began in the

mid-twentieth century, and folk music was
primarily

a

manifestation of the 1960's.
Western-classical-traditional twentieth century
music (since the impressionistic period)
could almost
be considered as part of a minority
culture,

it too was

relegated to final chapters and considered in
a superficial way.

CHAPTER

I

V

FIVE COLLEGE CONTEXT

Overview
This chapter is an examination
of the Five-College

context of the textbooks discussed
in Chapter lii.

The

relative value of the textbooks as agents
of intercultur-

alization depends highly on
ing academic environment,

a

number of variables, includ-

instructor attitudes and prac-

tices, and in general, the use of the
textbooks.
The first part of the chapter is an overview
of
the Five Colleges which includes enrollment
data about

music appreciation courses, music department
enrollments,
and other pertinent information.

The remainder of the

chapter is based on data gathered from seven of the nine
instructors of music appreciation in the Consortium through
a

brief questionnaire followed by an interview.

At the

time of inquiry, two of the professors were on sabbatical

and were unavailable for questioning.
One of the two professors, purportedly, taught in
a

very similar manner to the professor with whom he shared
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the year's responsibilities.

He had been co-organizer

Of a course which he taught
on alternate semesters.
The
second professor who was away
on sabbatical was more
important to the study in that
he taught the only introductory courses offered at
his institution for the
semesters in question.

Information about his courses was

acquired through 1979-80 syllabi
on file
library of his institution.

m

the music

Bio-data was gained through

the office of his Department
and through the News Service

of his institution.
A professor who began teaching
music appreciation
in the 1980-81 academic year was
interviewed, but since

the data was not remarkably different
from that furnished

by professors within the original limits
of the study,
very little of the information has been
included in the
study.

Questions addressed during the inquiry were:
1.

What are some unique features about the Five
College Consortium which contribute to its

interest as a subject of inquiry?
2

.

How many people in the academic setting are
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likely to be reached through
the music appreci

ation course?
3.

Who are the instructors of
music appreciation
in the Five Colleges, and what
are their atti-

tudes toward teaching music
appreciation

(regarding commitment, preparation,
and per-

ceived status)?
4.

Are the intercultural perspectives
provided

by the textbooks the same as or
different
from those provided in the courses?
5.

If the perspectives are different, how
and to

what degree?
6.

Would the instructors of music appreciation
courses be amenable to increasing the inter-

cultural components of their courses if a

rationale for doing so were suggested?
The Institutions and the Courses;

A Profile

The respective Five College settings are varied

enough to provide a point of departure for considering

music appreciation textbooks as pedagogical tools rather
than as non-functional reading materials.

Because the
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Five Colleges exist as a
consortium, potential for
courses to have impact on large
numbers of students could
be Significant. Following is
a brief description of
the
colleges in the consotrium:

^erst

College, Amherst, MA 01002,
founded in 1821
an independent liberal arts
college for men, is
now a coeducational institution.
Enrollment:
1,500.
s

Ha mpshire College Amherst, MA
01002, founded in 1965
IS an independent coeducational
liberal arts college
that offers non-traditional
individualized academic
Study.
Enrollment:
1,225.
,

,

South Hadley, MA 01075, founded
in 1837 as an independent literal
arts college for

women, offers a flexible curriculum
within a supportive
college community. Enrollment:
1,850.

—^ith

College Northampton, MA 01063, founded
in 1871
is the largest independent liberal
arts college for
women in the United States. Enrollment:
2,160.
,

University of M assachusetts Amherst, MA
01003,
founded in 1863, is the largest campus of the
state
university of the Commonwealth. it is a public
coeducational institution offering over 85 academic
programs. Undergraduate enrollment:
18,000.
Graduate enrollment:
5,000.
Stockbridge School of Agriculture enrollment:
575.
(Five Colleges:
1979-80)*
Ibie

.

After the founding of Amherst College in 1821,
each of the other institutions in the consortium developed
*A11 of the facts contained in this section are
from the Five Colleges brochure. 1979-80, unless otherwise noted.
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not in opposition to, but with the
assistance of the pre-

viously existing institution

(s

)

.

Informal student and

faculty exchanges between the institutions
began in 1930
and have become increasingly m.ore
formal over the years.

Cooperation among the Libraries was formalized
in 1951
with the creation of the Hampshire
Inter-Library Center,"
a center

which now provides a central listing service
for

the five libraries and Forbes Library in
Northampton, a

delivery service for inter-institutional borrowing,
and
access to over 3,000,000 volumes in the combined
facilities.
In 1957 the first Four Colleges coordinator
was

hired.

Five Colleges now has four executive officers

and a supporting staff of eight housed in a seven-unit

office facility.
In 1958, a Four-College committee studied the

feasibility of establishing

— an

a

fifth college in the area

institution which would be "centrally located and

/would/ take advantage of resources at the existing
institutions while experimenting with new educational
concepts."
in 1965

.

As a result, Hampshire College was founded
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At the present time,

formal academic cooperative

arrangements include the following:
a)

Five College Dance Department

b)

Five College Black Studies Department

c)

Five College Astronomy Department

d)

Five College East Asian Languages Program

e)

Five College Joint Faculty Program

f)

Hampshire Inter-Library Center

In addition, there are Five College faculty
seminars,

joint film collections, joint faculty appointments, and

collaboration of various special projects and activities.
Five College cooperative calendar publication and recip-

rocity regarding cultural, religious, sports, and social
events multiply the resources of any one college.

A

^bared transportation system among the consortium members
and coordination of registration times provide convenient

means for students to take advantage of resources on

other campuses, including probable acceptance in courses

offered by any of the participating institutions.
Table

3

lists factual data in a format which

facilitates comparison.

Enrollment figures are taken

from the 1979-1980 academic years, in order to keep the
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^Notes to TablP

3

respective registrars
files or publications unless otherwise
noted
Four of the Five Colleges have offered
on a regular basis
a course which was either labled
Music Appreciation or
which served the general functions of a
music survey
course.
(A list of courses and course
descriptions
appears in Table 4.)
At Hampshire College, there was an
effort made not to duplicate courses readily
available
at the other four colleges. Method of
inquiry was stressed
in courses, seminars, and individual
projects for students
in Division I, the introductory level
of the Hampshire
curriculum Hampshire Course Guide 1981:1),
There was
also a high value placed on instructional
spontaniety and
change. Therefore, no two semesters have been
the same
in terms of course offerings.
The course offered the semester the inquiry was conducted will be compared
with
introductory music courses at the other colleges only
as
deemed appropriate
The instructor stated emphatically
that his course was neither a survey course nor a
music
appreciation course
'

(

.

.

^Music departments depend on the large enrollments
of the appreciation classes to help generate numbers.
The
introductory music course enrollment in each of the Five
Colleges exceeded the departmental enrollment by at least
100% in all but one instance.
University of Massachusetts
Music Department figures were compiled by Helen Perry and
Karen Sullivan.
c

It is usual that Music Appreciation or its equivalent has the largest enrollment of any course offered by
a department of music.
The University of Massachusetts
provided an exception to this rule. At the University of
Massachusetts, enrollment in a course called "Elements of
Music Theory" has grown steadily for a number of years.
The enrollment for 1979-80 exceeded the music appreciation
enrollment by approximately 200 each semester.

Inquiry regarding the nature of the theory course
revealed that it had very few elements of a music survey
course.
It was conceived primarily as a means to provide
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performers.

The informant
^rteacher^orthrL*'s
®
^
sections of the theory course)
said
th^r ^
^ decrease in course
enrollment
as'course
conLnt
ontent is adjusted to a more

appropriate level of chal
At this time its content tof
P>^evious formal music experienLs '^Thircr
iences.
This course and music cognates
for non-maiors
could compliment a music
appreciation course, but ^ouia
could
not substitute for it.
lenge to the students

.

'

Colleges cooperative registration
arrangec
ment could
mean that students in the respective
institutiLs

—

- fro^
whlch\"
Students have clearly not exercised
this
ODtSn
^tion where introductory music courses are
concerned,
me cross-over

enrollment was very small, particularly
for
music survey/appreciation courses.
This is particularly
significant in the case of Hampshire
College whose philosophy was to avoid duplicating courses
offered in the
Other institutions of the consortium.
There was not notable variety in
geographical
distribution. Approximately 80% of the students
were
from Massachusetts with the second largest
population
coming from New York. Foreign students
represented less
than 2% of the total Five College enrollment.
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time frame of the data consistent
throughout the
study.
In summary, music appreciation in the
Five Colleges

during the year 1979-80 reached 907 students,
approximately
4/o

of the entire Five College undergraduate
enrollment.

During that same period, the enrollment of music
majors
was only 256.

Enrollment in music appreciation courses

is just under half the total of all available
music

courses for non-majors.

The Five College setting does not

provide an ethnically diverse community.

Even though

there was a variety of courses for non-majors offered

within the consortium, some with an intercultural focus,
there was very little cross-enrollment in those partic-

^ou^ses

.

Because of that, Hampshire college students

were really not exposed to a music appreciation course

per se

.

Descriptions of Five College music appreciation
courses varied from college to college.

Two courses were

delimited to include respectively "musical compositions
found in the Western culture" and "primarily Western

classical music.

Only one of the courses required
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previous musical experience; and all gave priority
to

building aural perception.

Instructors: Motivation. Methodology.
Objectives, and Attitudes

It was expected that survey courses would have low

departmental status and would either be taught by graduate assistants or by novice faculty.

Table

5

illustrates

how different from that erroneous expectation the academic
profiles of the Five College music survey instructors are.

Without exception, they are tenured professionals among
the top two ranks of the academic hierarchy who have

taught in higher education for more than ten years.
Before the interviews it was expected that music

appreciation might be taught dutifully and unimaginatively.
On the contrary, professors spoke with uncensored enthu-

siasm about teaching their courses.

Also, there was a

high degree of creativity and an obvious commitment to
special preparation.

Feelings expressed concerning per-

sonal and professional rewards and pride in a job well

done characterized the expressions of the interviewees.
The obvious longevity of their teaching involvement
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TABLE

5

ACADEMIC INVOLVEMENT PROFILES OF
MUSIC APPRECIATION INSTRUCTORS,
1979-1980
Years
Teaching

Years in
Mus ic
Appreciation

Professor

13

13

Trumpet

Professor

23

23

Music History,
Analysis

Associate
Professor*

10

10

Composition,
Theory, Aesthetics, and World
Music

Associate
Professor

16

14

Oboe, Music Literature, Honors,
Coaching, Cham-

Academic Title

Major Instructional Area

ber Music

Professor

19

12

Music History/
Style and Conducting

Professor

18

18

Strings, Conducting, Appreciation

Associate
Professor**

14

10

Flute, Literature. Orchestral

Conducting

*Includes years of teaching in another institution.
**Years in music appreciation departmental estimate.
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in the respective courses plus
the fact that instructors

expressed enjoyment of their music
appreciation teaching
might seem to suggest that the
courses rank exceptionally
high in professors- professional
priorities. The level of

priority

a

course is assigned by the instructor
could

be a major determining factor
in how much of a given

professor's time and energy will be made
available for
research and preparation of materials
for that course.

A response that tended to suggest a
different level of

priority was the following:

When asked to note "major

instructional area(s)/- only one of the respondents
included an introductory music course on his
list, and then,

only as the final item of three.

Longevity of teaching

music appreciation might have been primarily

a result of

the necessity for music departments to assign
faculty a

variety of teaching duties.

The fact that the instruc-

tors found pleasure in teaching music appreciation
does

not necessarily translate to a need for them to regard
it as an area for intense scholarly endeavor.

Motivation

.

All of the instructors felt that they were

making a significant contribution to their respective
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institutions through teaching the
course, even though
most did not begin teaching music
appreciation as a

personal choice.

Motivation for beginning to teach

music appreciation was varied.

Respondents were asked

whether teaching the course was
primarily
choice or a departmental assignment.

a

personal

Regardless of how

the assignments came about, there
was not even a hint of

discontent with present assignments from
any respondent.

Regarding the beginning of his assignment,
one
instructor said,

"it was handed to me one week before

classes began."

He then told how he had prepared one

lecture at a time,

learning the material one step ahead

of his students for an entire semester.
tor, however,

That same instruc-

opted to continue teaching the course even

though he had been a tenured professor for many years.
One instructor asked that he have some involvement
in classroom teaching to bring him into closer contact

with the student world outside of the studio.

He found

the involvement he sought in teaching Music Appreciation

and a similar introductory course for music majors.

When

asked how music appreciation fit into his professional
priorities, his enthusiastic reply was, "l love itl

I
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experience continuous growth."

He then elaborated on the

reciprocity of the learning
process and the stimulation
his students provided for his
professional and personal
growth
One instructor initiated his
course in response
to a
a

'critical need."

While working with non-majors
in

choral ensemble, he discovered a
lack of basic knowledge

about music among the students.

Feeling that this was

inconsistent with the general thrust
of a liberal arts
institution, he designed a course to
meet the perceived

need
One instructor started as a teaching
assistant in
a

music survey course and, therefore, brought
special

expertise to the area of instruction.

For him it was an

expected appointment.
The other respondents received the music
apprecia-

tion instruction duties as part of assigned
departmental

responsibilities.

The variety of specialties among res-

pondents tended to reinforce the idea that music departments assign music appreciation courses to those whose

teaching loads will accomodate the involvement.
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There was a general feeling among instructors
that

music appreciation was regarded by their administrators
and colleagues as an important course.

From an immediate

point of pragmatism, music survey courses contribute
sub-

stantially to a department's enrollment figures.

To

reiterate an earlier discussion in this document, Table
3

shows a comparison of enrollment in music appreciation

with enrollment in the departmental courses for majors.
In addition to the value in terms of sheer numbers,

the music appreciation course has excellent potential for

grooming well-informed, appreciative audiences for the

performing music majors and faculty and excellent potential for helping many people toward the greater enjoyment
of music--an ongoing mission of music departments.

One

professor summarized his course goals in one phrase, "to
win friends for music."

For a course with such contact

potential, this is a hoped for result.
All of the respondents felt that audio-visual

services and libraries were especially helpful in securing

necessary supplies and in providing technical support.
There were two instances reported in which departmental

cooperation was less than optimum in providing what was
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requested.

In both cases the professors felt
that the

constraints surrounding departmental
purchase of major

audio-visual equipment inhibited the
effectiveness of
their efforts.
One professor reported that after years
of constant

effort on his part, he finally convinced his
department
to buy two of three large items he had
requested.

The

other professor reported that he had no budget
for needed

equipment for which he expressed a strong need.
Good equipment is imperative.

He said,

Good sound is essential

to giving students an enjoyable experience in music."

Shortly after the equipment was finally purchased for his
use,

it was stolen and never replaced.

Professors interviewed reported that the courses
were apparently regarded with respect by the administration and by colleagues, even though in some instances

their budgetary needs were regarded with low priority.
One professor praised his colleagues' support of his

efforts:

ation

"There is a team effort here--splendid cooper-

"
I

Methodology

.

A lecture format using a variety of comple-

mentary activities was the basis for most courses.

Large
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lecture classes were divided into
smaller discussion units
for at least one period per week.

m

all cases students

were required to do listening assignments
outside of
class.

usually students were expected to purchase
record

sets designed for use with the respective
textbooks.

m

other instances, various arrangements were
made for the

sharing of recordings to lessen the expense
to students.

Teaching methodology and extended efforts toward

preparation varied with the strengths and interests
of
the professors.

one professor spent most of a summer

preparing a series of annotated tape recordings

He cap-

.

tured all the drama of a sports caster in his dubbing of

verbal cues over selected recordings.

development section.
outl

"We're in the

The excitement's building'.

Here comes the recapitulation'..

.

tapes were made available to students at

Nowl

.

a

I

Watch
'.

"

The

centrally

located listening laboratory and in the music library.
The same professor worked up such a level of enthu-

siasm among his students that many came an hour early
for class to participate in informal listening and

discussion sessions.

in these sessions the professor

played music from his personal collection which included
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quite a lot of jazz.

In addition to lectures, he
invited

discussion, and structured student
presentations into the
format
One professor told of his use of the
piano to

undress" a musical example, thus isolating
the important

elements for his students.

As an entree to perceptive

listening, he used a visual slide of the
Mona Lisa which

he flashed for three seconds.

After some discussion it

was determined that very few students
perceived any

details.

The slide was viewed again and discussed from

many perspectives.
ing was drawn.

Then, the analogy to perceptive listen-

Even though this professor described his

course as a lecture course, it was clear that he valued

interaction with his students
One professor made extensive use of audio-visual
aids including movies, slides, and tapes.

He spent six

weeks of one summer vacation selecting over 600 slides
for correlative use with his lectures.

Logistics of

setting up special equipment and an unwillingness of

administration to make appropriate adjustments to the
classroom space caused him to abandon part of his original
plan.

Even with some adjustments, he managed to use
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techniques he had developed while
working in a broadcast
studio for which he had developed an
internationally

syndicated award-winning music appreciation
series.
One course was designed to be primarily
partici-

patory.

Students were encouraged to participate
in the

creative process by first sharpening their
aural perception.

They explored sounds around them, experienced

silence, the juxtaposition of sound on sound,
and ways of

organizing sound and silence with the conditions
of time
and space.

One of the exercises described by the instruc-

tor was the following:
A sheet of paper was given to each student. They
3.sked to sit as quietly as possible and to
listen. After a few moments of "silence" they
were asked to write down all of the sounds they
heard and were hearing. The list of responses
was quite long including such things as the
scratching of pencils, the movement of paper,
a cough, and a slightly audible gastronomical
utterance
.

One instructor told of how he organized a series
of live performance-demonstrations for his students,

scheduling each event so that it served as

a

partial

dress-rehearsal and publicity for upcoming recitals or
concerts

He said:
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^
down. 1
known, nowever, that I will
not
offer mv
=!^.
tudents as a hundred guinea pigs
for the dry run
of a recital. .
Faculty have been willing to
combine the presentation of
information with performance, usually with very
satisfactory results.
.

This instructor and others believed
in the necessity for

students to encounter live performances
as a more attractive listening experience than
recordings.
tive was accomplished by various

This objec-

means— sometimes using

in-class performances by students or
faculty, and sometimes requiring or encouraging attendance
at concerts- and

recitals in the area.

—b ectives
3

-

.

The two courses which, according to their

course descriptions would seem to be the most
dissimilar

had very similar objectives which typified those
expressed

by all respondents.
the Norton Scores

.

One course used as its required text

These scores are a compilation of the

most representative examples of music written in the

^^stern tradition.

Another course used no text per se,

but included basic reading materials which were aesthetically oriented readings rather than product-centered
subject matter.

What the two courses had in common was that both
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were designed to train the
aural perceptions of the
students. Both were designed
to acquaint students
with the
sound apart from what other
people had said about the
sound. Where they differed
most is- that one course led
students into the creative
process while the other taught
students to examine the results
of the creative process

-to

tune into the sounds as they
have been organized by
masters and endorsed by history
and practice. Another

professor stated his primary objectives
for students in
this way.

Students should take something of
their own away.
Freedom and independence of judgement
for these
students /as listeners and consumers/
should be
the result.
He explained that the emphasis was on
the elements— the

tools of perception.

There was no expectation from any

instructor that the students should become musicians,
theorists, or historians.

Hopes were expressed that students would expand

their options for enjoyment of music through increased

exposure to a variety of music and by the sharpening of
aural perception.

One professor stated "Many of the

students were into Rock.

their taste

— to

A major objective was to change

expand their options."

Ib2

Professors expressed anecdotal
accounts of accomplished Objectives. Two
of the most notable
anecdotes
came in the form of
complaints from students.

f
ipMmy life."
-rus^r,
used r
to study

exams^
xams a professor received
call from a student whose

midnight telephone
first words were "you've
The professor listened
apprehen!
The student continued
I
by music, but I can't do
it anymore
I find myself
concentrating on the music."

Another professor reported that

a

a

'

student pretended to be

profoundly embarrassed that his
family questioned his
sanity when he purchased two
Gregorian Chant records and
proceeded to play

arid

enjoy them.

He

felt he would need

to keep his new-found
"appreciation" under cover.

One professor marvelled at a very
warm greeting from
a student who had failed his
course six years before.

Tlie

student said she had learned a lot during
her study and
that her Interest in and enjoyment of
mu.sic had continued
to grow over the years.

She was sorry she had not had

adequate time to study while she was in his course,
but
she thought the course

v/as

excellent.

Attitudes toward textbooks. Intercult ura
change

.

1

i

tip n,

o nr1

To item #5 of the questionnaire there v/ere sevon
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respondents.

The question wss,

"Approximately what per-

centage of the course content
is supplied by the textbook?" The choices offered were:
a.

b.
c.
d.
e
.

20% or less
25%-40%
45%-60%
65%-75%
80% or more

As though orchestrated, there were
six (not five) different

responses, the sixth being,

"i

don't use a textbook."

Two professors opted for category
"a."

The professor

who did not use a textbook did, however,
include a

"recommended reading" list and at one point
in the interview said, "Oh yes.

That's required reading."

clarified his statement regarding the absence
of
book.
study.

He then
a text-

He had meant that no one book guided the course
of

Students were expected to read

a

number of books

for background to conceptualization, discussion,
and

performance (composition)
The responses to item #5 on the questionnaire were

misleading in that they were so subjective.

in each case,

additional inquiry established that what the professor

emphasized in lectures or classroom discussion reflected
the textbook's major emphasis.

The instructors,

in most
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cases, augmented the material in the
textbooks by furnishing more detail, by adding musical
examples of the same

genre, or by exploring selected compositions
in greater

detail than suggested in the textbooks.
Table

6

shows a compilation of responses to item

#8 on the questionnaire— instructors

textbooks.

'

ratings of their

There were five respondents.

A sixth response

was submitted in narrative form rather than in
terms of a

numerical rating.

Ideas from that respondent will be

included in the discussion, but cannot be treated as part
of the numerical data.

Table 6A shows the distribution

of Instructors' responses.

instructors'

The profiles of the individual

responses appear in Table 6B

TABLE 6A

DISTRIBUTION OF INSTRUCTOR RESPONSES
TO ITEM #8 ON THE QUESTIONNAIRE
Superior

36

Excellent

35

Good

18

Fair

3

Inadequate

1

Not Applicable

3
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The professors expressed
general approval of the
books they were using as
textbooks even though only one

expressed almost unqualified
enthusiasm.

The strongest

area of disapproval was the
price— two of four negative
responses (either "fair" or
"inadequate").
One of the professors who
disapproved of the price

decided that the text he was using
was clearly superior
to any others he had seen.

Therefore, he decided to con-

tinue use even though he felt the
price was too high.

The

other professor has, since, decided
to use a less expensive

although less satisfactory text.
The other two negative responses were
from one

instructor.

Regarding scope of general content and diver-

sity of sources, he responded "fair" on each.

consistent with the fact that his text is

a

scores from the Western classical tradition.

This is

book of
He was aware

of its limitations
The professor who had checked the most items in
the

good

column had chosen his textbook primarily be-

cause it was the most acceptable one he could find at an

affordable cost to the students.

While he was excited

about the illustrations, he expressed much less enthusiasm
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about the text as a whole.

tsxtbook

f o IT

He described his
dependence

course content as
approximately

25%-40%.

On the other hand, the
professor who have his textbook the highest rating was
also the one who relied
heavily
on the text for course content-80%
or more (see Table
6B)
His acceptance of the text
was mirrored by his
.

extensive reliance on it for course
content.

None of the

professors expressed a particularly
profound effort to
find a suitable textbook, one
of the professors mentioned
a specific visceral response
to the hard-sell tactics of

textbook industry agents who have
infringed on his time.
He said he liked to peruse a
complimentary copy at his

convenience.

This seemed to be the general method
of

textbook selection among the interviewees.
Reasons professors gave for selecting the
textbooks

they used were varied.

One professor said,

revelation

He was not referring to an extra-

a vision!."

"it was a

terrestrial experience but to the sudden and welcome
solution to a problem over which he had pondered.

He had

conceptualized a course in which the prime objective would
^^^t students become acquainted with music as organized

•
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sound.

He "didn't want the experience
to be encumbered

by verbiage."
he said,

"it is the hearing that is
important,"

"and not the verbalization about
the sounds."

This professor, therefore, chose
to work only with musical
scores
Two professors spoke of rising
prices in text-

books and recordings as major determining
factors in
their choices of texts and their
recommendation of record

purchase.

For all, price was a consideration.

One

professor had put his favored textbook on
reserve for
students to use without purchase

as his protest to the

proliferation of new editions and escalated prices.

An-

other professor made his own tapes for listening
because
of the prohibitive prices of recordings.

Still another

encouraged joint purchase of recordings by couples or
small groups of students.

For all courses, required text-

books and recordings were placed on library reserve.
classes, however,

in

it was necessary that the general

music classes not create an overload on available facilities.

Therefore, students were expected to acquire record-

ings by their own means, usually through individual pur-

chase

.
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One professor assigned major
importance to the

beautiful pictures and plates.

He felt that at a time

when there is increasing emphasis
on visual communication,
an attractive visual format
for any arts text is essential.
He found as an unexpected pleasure
that many of his stu-

dents responded favorably to the
fact that the book was

authored by two women.
In a similar response one professor
cited the bold-

faced type highlighting important musical
terms as the

most attractive feature of his textbook.

He felt that the

students had more than enough technical burdens
from their

respective major disciplines.

He felt that they should not

be further burdened with having to guess
which of the
items interspersed throughout much unfamiliar
reading

material should be remembered.

He also thought the

attractive visual format was especially important.
The final part of questionnaire item #8 and parts

of the interview were designed to determine the attitudes
of the instructors toward non-Western classical music as
a

subject for inclusion in textbooks or courses.

There

was not one professor found to have a closed mind regarding non-Western-classical music.

The instructors as a
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group had travelled widely, and
had come to personal
acceptance of varying musics.
Those who were interviewed in their respective
offices displayed artifacts
from professional and personal
travel to various areas of
the globe.
They all seemed to have placed
a value on

putting the students' musical
experience in
spective.

a

global per-

one professor who did not seem
to have any

intercultural component in the course
per se expressed
that skills in listening to any music
should be somewhat

transferrable

Early in the interview, one pro'fessor
volunteered
his attitude about a global perspective
towards Western-

classical music.

He informed his students that the music

with which they were most familiar represented
approxi-

mately one-fourth to one-third of the world's people.

Even

though his course did not include music from other cultures
as an object of study, he played representative
record-

ings from a sampling of several non— Western cultures as

they illustrated musical terms and concepts of Western

music
The practice of exposing students to a variety of

music without requiring that they demonstrate their
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knowledge about any music outside
of the Western classical tradition typified all of
the courses.

Examinations

of syllabi and discussions with
professors established
that among those whose courses
involved music listening

and studying the elements of music,
testing was almost

exclusively in the Western classical
tradition.

This

was only partially reflective of the
textbooks.

All but

one of the textbooks used had at least
a small portion of

intercultural content of enough substance to
generate some
test items.

The professor who made listening tapes
in-

cluded fewer examples of intercultural material
in his
tapes than would have been available on the set
of tapes

accompanying the textbooks.

His testing, then, was in the

Western-classical tradition.
When asked various questions about the possibility
of increasing the intercultural content in future courses,
all of the instructors were willing to consider the possi—
Two professors explained that because they had

been steeped in the Western tradition, they did not feel

particularly competent to venture into the unfamiliar
territory of multicultural emphasis.

One of those two

said that he would welcome the integration of inter-
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cultural examples throughout the
text.

He then ex-

pressed a special respect for an
ensemble from West
Africa which had performed for his
class at one time.
He told how visiting music majors
were awestruck by the

rhythmic complexity of the music and
the skill of the

performers.

He expressed that well chosen
musical ex-

amples from selected cultures would
certainly serve to

illustrate various concepts and processes
in music even
more effectively than could Western-classical
examples.
He said:
In the course of one lecture l use musical
examples
from all periods.
if other things were readily
available l would use them. For example, l don't
have a knowledge of jazz. if it were an integral
part of my background, I'd be using it.

When asked if there was any part of his text he did
not
use, he said that he usually was not able to get
to the

section on Rock.

When asked about increasing the intercultural
component of his course in response to societal or govern-

mental mandates, one professor said he would probably be
reluctant to change at first if the idea were externally
imposed.

He feels that his course is practical,

in that

it is oriented towards understanding the music to which
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students have most ready access.

He feels that any

change in his course emphasis in terms
of increased inter-

cultural content would only be practical
to the extent
that the media would undergo corresponding
changes
then continued, however,

changes were made.

possibility

.

.

.

He

"God knows its about time some

but,

I'm not optimistic about the

.

One professor included a mixture of music
in his

pre-class listening activities and encouraged
students to

apply newly-developed analytical skills to their
personal
music choices.

Students were asked to bring recordings in

for individual presentation and to defend their
personal

taste in music listening from any musical tradition.

The

professor was pleased that students could make practical
use of the material he was teaching and that he could see

his students' horizons expanding.
Two professors stated, both with great enthusiasm,

that much of the most notable creativity and innovation in

music is among very fine Rock artists.

Both named specific

Rock artists as people who are expanding the dimensions of
the music world, much as Jazz artists have done for sev-

eral decades.

Both said that composers of more traditional
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"art" music would have much to learn
from the innovations

of Rock.
Since the Hampshire course did not
rely heavily on

listening in the traditional sense,
exploration of intercultural products was not an issue.
the course, however, was global.

The perspective of

The participatory frame-

work for an arts activity for lay people
typical of non-Western societies.

is

in itself

The instructor stated

that a major objective for students in his course
was "To

hear a sound without cultural conditioning."

The profes-

sor suggested the following as underlying questions.
are the basics of sound? How can we overcome
prejudices? How can one go about creating
something really beautiful and different? How can
love, curiosity, and excitement over a new sound be

nurtured?
Professors were enthusiastic about teaching- music
appreciation, but were not interested in writing

appreciation textbook.

a

music

When professors were asked whether

or not they would write a music appreciation textbook, the

replies ranged from an emphatic "not for a million and
a half dollars"

to introspective musings about why they

would not write

a

textbook.

thinking seriously of writing

None of the respondents were
a

music appreciation text-
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book.
IS a

It was generally accepted that
teaching any course

personal matter.

Accordingly, it is highly unlikely

that a textbook written by anyone else
will suit another's

purposes of instruction exactly.
One professor whose course had enjoyed
unprecedented

popularity at his institution said that he
had thought of
trying to package the course for use by others,
but relented when he realized that much of the success
was due
to his personal input.

He said:

Spontaniety is enormously important. How could one
write that in a textbook?
.I'm not afraid to be
a little bit silly iri the classroom.
.

.

One of the other professors came very close to pack-

aging his curriculum.

He began a radio broadcast series

based on his music appreciation course.

The program

enjoyed six years of award-winning national syndication
after a four-year local run.

Upon exploring the possibil-

ity of copyrighting and publishing his material he found

that he had inadvertently signed away his rights upon

accepting his contract with the radio station.

His first

scripts were direct adaptations of his classroom lecture

material.

He later adapted scripts to classroom use, using

some of the studio techniques in his classroom delivery.
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Chapter Summary
The Five College Consortiuin
Includes a variety of

college settings.

The experimental college,
Hampshire,

was the only one found not
to have a music appreciation

course per se, because of the
availability of such courses
elsewhere and because of a fundamental
disbelief in stagnation
The Five College Consortium has
set up a mechanism
for cross-enrollment in classes.

To facilitate this, free

bus service between institutions,
coordinated registration
dates, and a coordinated calendar have
been provided.

Music appreciation classes for the year '79—
'80
served over 900 students in the Five Colleges.

During the

same period, there were fewer than 300
students enrolled
as music majors in the combined institutions.

The Five College cross-over enrollment in music

appreciation courses was very small.

Amherst College and

the University of Massachusetts were the only two who
had

Five College enrollments for Music appreciation c.lasses
For the two semesters, there were thirteen students from

other colleges enrolled.

Hampshire

Only two of those were from
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Amherst College had the highest
cross-over enrollment both in the traditional music
appreciation courses
and in the courses which were focussed
on non-Western-

classical cultures.

The combined total of Five College

cross-overs taking Amherst music courses
available without prerequisite to non-majors in 1979-80
was twenty-eight
The number taking courses at the
University of Massachu-

setts was six, and at Hampshire, two

(see Table 3).

The

highest number of Five College cross-overs
were enrolled
in courses with a global focus,

the Whole Earth"

Music:

respectively "Music of

(10 cross-overs),

the Music of Java and Bali"

and "Seminar in World
(5

cross-overs)

Instructors of music appreciation in the Five

Colleges were all Associate or Full Professors who had
taught from 10 to 23 years in higher education and music

appreciation.

The instructors liked teaching music

appreciation.

Even though they came to the task from

various specialties and for various reasons, apparently
all were enthusiastic about their introductory music

courses.

Extra efforts toward preparation were in line

with personal strengths and interests.

They felt that

their colleagues and their departmental administration
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regarded the course with respect, even
though in some
cases budgetary support was less than
optimum.
The courses took many different forms.

For any of

the instructors, the methods used by any
of the others

would have been unsuitable.

Likewise, the teaching

materials which served the purposes of one would
have

been of limited value to another.

All seemed to be

conscientious workers.
The textbooks were tools with which the music

instructors worked, but for the most part, professors

relied on their past preparation and previously formed

knowledge base for conceptualization of the course, the
instructional format and much of the lecture material.

Testing was done in the Western-classical tradition only.

Although instructors expressed general satisfaction
with their textbooks, only one spoke of his text in superlatives.

There was general concern about rising textbook

and record prices

All of the professors apparently had open minds

regarding intercultural content, and all seemed to advocate a global approach to teaching whatever content they

espoused.

As illustrated in the Chapter III textbook
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analysis, only one of the textbooks
used in the Five

Colleges was exceptional in terms of
intercultura 1 perspectives.

According to the professors interviewed,

intercultural materials did not play

a

large part in

their courses nor in their textbook
selection.

Their

courses tended to emphasize aural perception
and elements
of music while relying on Western cultural
products for

basic organization and illustration of concepts,
constructs, and processes.

With only one exception, the

intercultural perspectives provided in the courses were
less adequate than those in the textbooks, although
the

difference was not profound.

The deficiency was most

apparent in test formats or in specific listening assignments.

Also, most instructors reported that their lec-

tures were confined to the Western classical tradition.

Music appreciation instructors expressed

a

willingness to

consider the possibility of expanded perspectives, but in
general,

felt that the constraints of time and limited

personal competence or readily identifiable resources
inhibited their interest in increased intercultural

content

CHAPTER

V

SUMMARY, SYNTHESIS, AND
IDENTIFICATION
OF NEEDS AND CONSTRAINTS

Summary and Synthesis
The general focus of this inquiry
has been on the

issue of -perspectiyes- as a
significant factor in inter-

cultural understanding.

m

the ongoing efforts to promote

intercultural understanding, how

a

person's perception is

trained may be as important as quantities
of specific

knowledge about diyerse cultures
The more specific focus of the study has
been

intercultural perspectiyes in music appreciation
textbooks
used in the Five-College Consortium of Western
Massachusetts during the 1979-80 academic year and the
relation

of those textbooks to intercultural concerns in the
courses
for which they were used.

The term "music appreciation"

has been used to denote survey or introduction to music

courses designed to acquaint non-musicians with funda-

mentals of music listening.
The underlying premise of the study is that inter-

culturalization must be approached as
181

a

way of life.
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People Of any culture are
part of a global society
either
actively or passively. The
specific activities of any
smaller society relate to
similar activities in another.
To the extent that one
understands one's own behavior,
thoughts, societal products
and processes phenomenoloioally, one can build understanding
towards the behavior,
thoughts, products, and processes
of others.
AS perceptions are extended
toward others, constant

adjustments must be made regarding
the limits of generalization, the nature of differences,
and the response to
the diversity.

self is not an existential backdrop.

Exploration of music appreciation as

a means

toward

interculturalization is proposed as one avenue
among many.
The recognized capability of music to
transcend many

languages and cultural barriers may make the
subject area
of music an especially appropriate beginning
point.
study, however,

is

This

meant as a prototype for intercultural-

izing any part of the higher education curriculum
in which

such a process could be meaningful.

As the United States

broadens the concept of democracy to include a way of
relating to diverse groups of people who share the globe.
a

prerequisite must be to create opportunities for all
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citizens to know more about others—
to relate to others
with increased understanding.

Historically the educational system
in the United
States has attempted to teach the
masses whatever has been

defined as an important part of
education for any person.
The concept of music education for
the American public was

embraced in the early nineteenth century
beginning with

music in the Boston public schools in
1838.

Since that

time there has been a history of leadership
in the democ-

ratization of music listening and enjoyment.

The first

known music appreciation book intended for
use by high
school or college teachers was co-authored
in 1906 by

American scholars Thomas Whitney Surette and Gregory
Daniel Mason (Scholes, 1935:19).

Based upon Dr. Charles

Burney's 1789 observation that a treatise should be
published

'to

instruct ignorant lovers of music how to listen

and judge for themselves," the concept of music apprecia-

tion has grown and developed up to the present time.

How-

ever, the effort has not been continued into its logical

extension

to include all of the world's music as an

object of instruction.

Lack of development along global

lines is evident throughout United States Curriculum.
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Studies conducted under the
auspices of the United
States federal government have
revealed that most under-

graduate college students of this
country are inadequately
informed about people in other
countries,

m

a recent

survey, only 3% of all undergraduates
were enrolled in a

course with an international focus

(Harf,

1979;9).

^

1979 commission on International
Studies and Foreign

Languages recommended increased efforts
from the govern-

ment to develop instruction in international
studies and
foreign languages

(President's Commission,- 1979).

What

was not recommended was a formal effort
to assess what

had been done already in subject areas other
than international studies or foreign languages.

Neither was

a

plan

suggested for evaluating or internationalizing teaching
materials

.

Other studies had been initiated to provide a

multicultural emphasis to better accommodate the diversity
within the United States.

To address both the multi-

cultural and the international issues, an intercultural
emphasis should be provided in virtually every course, not
just those designated as special subject areas with an

international or multicultural focus.
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In higher education the courses
which reach the

most people are the introductory
or survey courses intended for non-majors.
courses.

They are usually one-semester

in the field of music the survey
or introduc-

tory course has, historically, been
called "music appreci-

ation

.

The field of music is too vast to study
even the

music of one society in depth in the course
of one semester or two.

Musical anthropologists, likewise, have

found a problem in trying to study music from
many cultural

traditions.

music in

a

Therefore, they have systematized the study of

societal context, thus providing a framework for

considering diverse musics comparatively.

three-pronged theory served as

a

Alan Merriam's

major conceptual basis

for the thirteen criteria used to assess intercultural

perspectives in the context of this study.

The three

components proposed by Merriam are "sound, behavior, and

conceptualization."

(See page 57 of this study for a

brief discussion of Merriam's theory.)
music anthropologically is expected

1)

The viewing of
to help democra-

tize and humanize the music curriculum in the United
States,

2)

to provide a means for exploring enrichment
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sources for professional musicians,
particularly composers
and their audiences, 3) to
provide a means for gaining

intercultural insights and for viewing
any cultural phenomena through expanded perspectives
In the Five Colleges, courses which
served the

function of general survey or introduction
to music

served approximately 4% of the total
Five College population.

If this kind of percentage were served
by other

survey courses in which intercultural
concerns were
addressed, every undergraduate could be exposed
to a

global dimension in his or her studies apart from
special
courses in international studies or foreign languages.

Enrollment in music appreciation courses in the
Five Colleges represented approximately half of the enroll

ment in music courses available to non-majors without

prerequisite and about

3

a

1/2 times the combined Five Col-

lege music department majors enrollment.

The non-United

States citizens enrollment in the Five Colleges averaged
less than 3% (see Table

3)

.

University of Massachusetts

had an enrollment of 88.8% Massachusetts residents.

other four colleges reflected a predominantly urban-

The
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suburban economic elite enrollment
from

geographical area.

a

more diverse

Opportunities for intercultural
aware-

ness through institutional
environment were minimal.

The Five College Consortium
traditionally has made
it convenient for students to
register for courses at any

of the five institutions.

Out of the 907 enrolled in

music appreciation courses for the
1979-80 academic year,
only 13 were Five College cross-overs.

The reason that

Hampshire administrators gave for not
including a music
survey course in their curriculum was the
availability of
such courses in the other four institutions,

only two of

the 13 cross-overs, however, were from
Hampshire College.

There were,

in addition to the music appreciation courses,

eight music courses, some with multiple sections,
designed
for non-majors.

focus.

Four of the courses had an intercultural

Three were taught on the Amherst campus, and one at

the University of Massachusetts.

Amherst, respectively,

The three courses at

"Music in U.S. Culture," "Music

of the Whole Earth," and "Seminar in World Music" had a

combined enrollment of only 91.

Out of that small number,

however, 19 or approximately 21% were cross-over students
from other colleges

.

in the Hampshire course entitled
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"Sound Awareness and the Creative Process"
which was

neutral in terms of cultural emphasis,
there were two
cross-overs; and in the University of
Massachusetts course,

History of Jazz, there were none.
Five College cross-over enrollment in
the courses

with a global emphasis was strikingly higher
than that
for traditional music appreciation courses
even though

many more students were enrolled in courses
with the traditional focus.

"Music of the Whole Earth" enjoyed the

largest cross-over enrollment with ten students.

second highest was the "Seminar in World Music:

The

Music of

Java and Bali," with a cross-over enrollment of five.

Per-

haps the cross-over enrollment would have been even greater

had the classes accommodated more students

Contrary to expectations, the professors who taught

music appreciation during the period of inquiry were either
associate professors or full professors with

a

minimum of

ten years experience in teaching an introductory music
course.

They each drew heavily upon past professional

knowledge and experience for general course content and

textbook selection.

For special content or innovative

methodologies, they relied on personal skills and
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interests.

For example, a professor whose
avocation was

photographic portraiture relied heavily
on visual materials while a professor noted for
his dramatic personality

projected a sense of drama onto

a set of

listening tapes.

All of the professors interviewed
expressed an

attitude of acceptance toward other musics.

All seemed to

make some effort to place Western classical
music in
global perspective.

a

However, none of them included a

significant cross-cultural emphasis in their testing,
in
their self-compiled study tapes, nor in their lecture
material.

Intercultural subject-matter tended to be

peripheral concern.

a

For example, some instructors played

recordings by artists outside of the classical tradition

before formal class meetings or as introductory material.
One professor made a point of reminding the students that
the music with which they were dealing represented only

one-fourth to one-third of the world's population.

An-

other supervised individual projects in which students
were encouraged to explore and present music materials not

introduced by the instructor.
With only one exception, the books the professors
chose seemed to reflect more intercultural content than
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the classes in which they
were used.

The syllabi and

the tests pointed toward a
de-emphasis of interoultural

content and a positioning of
Western classical music as
the end toward which all
other music study pointed. Only
in the course where the
textbook used had no intercultural

content did the professor's inclusion
of a few in-class
listening examples from other
cultures cause the inter-

cultural content in class to surpass
that of the textbook.
Textbooks were used to varying degrees
in the

respective courses.

All professors expressed credence

to the importance of providing
lecture material which

did not duplicate the textbook.

They varied their lec-

tures primarily in depth of coverage of
material included
in the textbooks.

They added supplementary information

and musical examples to augment the textbook;
but generally
there was not a radical departure from textbook
content.
Five textbooks were analyzed according to the

quantification process outlined in Chapter

I,

and the

remaining three books were discussed according to the
criteria which were deemed appropriate to their analysis.
The textbooks in use differed quite markedly in

intercultural perspective.

The four most prevalent
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deficiencies found in them were the
following:
1.

The intercultural material was
presented in a

superficial way, was simply omitted,
or was
inaccurate
2.

Non-Western-classical material was used
pri-

marily as an introduction to
Western-classical
music
3.

Musical examples from diverse cultures
and the

accompanying discussions and illustrations
were
concentrated in an isolated section, usually
at the end of the textbook.
4.

Sections were given general titles when the

content was representative of only Western

music
One of the textbooks exhibited notably

fewer of these

deficiencies than the others.
When analyzed for intercultural perspectives, according to the quantification scheme detailed in chapter
(see pages 27-30), the Bamberger and Brofsky textbook.

Art of Listening

.

.

.

its nearest competitor

I

The

received almost twice the rating of
(see Table 2)

.

The two most

significant areas of excellence in terms of perspective
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were

1)

the integration of culturally
diverse musical

examples throughout much of the text,
and

2)

an aesthetic

approach to textbook organization— an
approach which could
facilxtate transference of concepts to
the perception of
Other musics.

A global perspective toward Western
classical

music was maintained throughout by the
inclusion of such
reminders as the following:

All of the melodies.
belong to our own Western
culture and yet probably only two or three
match
what we think of as the prototypical tune.
(Bamberger and Brofsky, 1979:96)
.

.

In addition, the first five chapters used a
comparative
format, which included extensive juxtaposition of non-

Western and Western musical examples to illustrate various musical concepts,

constructs, and processes.

The

major weakness of the textbook was the fact that beginning
with chapter

6

the comparative format was abandoned in

favor of an exclusively Western-classical emphasis.

Again,

non-Western and Western-non-classical music had been used
as a point of departure for studying "serious" music.

The professor who used this textbook also regarded
the non-Western classical examples as points of departure
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for the study of music in the
Western-classical tradi-

tion.

His lectures and tests reflected
this attitude.

Ironically, by the semester after
the period of inquiry,
the Bamberger and Brofsky textbook
was abandoned in favor

of a book which was much less
adequate in terms of inter-

cultural perspective.

After using the book for a number

of years, the professor stopped using
it as his protest
to the proliferation of new editions
and rising prices.

The same professor stated that many
music appreciation

textbooks are virtaully indistinguishable
from each other
This points to the lack of regard for intercultural
per-

spective as an important variable in textbook
selection.
The Bamberger and Brofsky textbook was certainly "dis-

tinguishable
spective

'

from others in terms of intercultural per-

.

In the second-highest rated textbook. Music in
^^j^^pcct i ve by Boroff and Irvin,

the authors made a good

effort toward interspersing (not integrating) inter-

cultural subject-matter throughout the book.
ment, however, was extremely superficial.

The treat-

The greatest

strength of the book in terms of intercultural perspective lay in the beautiful illustrations.

There were
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more illustrations from diverse
cultures than in any of
the other textbooks.

The rating for illustrations,
how-

ever, was lower than either the
Kamien or the Bamberger

and Brofsky because the percentage
of total examples was
lower
The professor of the course in which
the Boroff

and Irvin textbook was used delimited
his course to the

Western classical tradition.

However, he did play music

from the Jazz and Black Gospel traditions
and used some

contemporary Rock as

a

point of departure for his course

In the Kamien book. Music, An Appreciation

,

the

first 87% was devoted almost exclusively to music
of the

Western classical tradition.

The first effort toward

acknowledging global diversity came on page 528 of 569
pages.

As in the Boroff and Irvin, the strength of the

book in terms of intercultural perspectives lay in the
fine illustrations.

Almost all of the non-Western-ma jority illustrations and the non-Western classical musical examples

appeared in the three chapters entitled respectively
"Jazz," "Rock," and "non-Western Music."

Non-Western-

classical examples or illustrations appearing outside of
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those chapters were respectively
simplistic or stereotypic
The Rock section was seriously
biased to include

primarily Caucasian artists.

Rock could not have been

treated accurately without the reference
point of "rhythm
and blues," the precursor from the
Black musical community
One of the professors who used this
book relied

heavily on it (approximately 80%), for
his course content.
A second said that the book was quite
lengthy (569 pages)
He said that usually he did not get to the
"Rock" sec-

tion.

This reinforces the concern -that intercultural

subject-matter placed near the end of textbooks may be
slighted or ignored.

Neither of the two professors who used the Karaien
added significantly to the intercultural content of the
course.

One of them acknowledged that textbooks only

began to add sections on non— Western-classical music

within the past ten years.

He did not feel competent to

elaborate on those sections, but welcomed their inclusion.
The Machlis textbook received the second-lowest

rating for intercultural perspective of any of the books
that were quantified.

Its major strength was its two
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sections on jazz written by Martin
Williams in

scholarly way.

a

very

it included some written examples
of some

very complex jazz solos, and an
acknowledgement of the

difficulty of trying to notate jazz within
the limitations
of the Western-classical system of
notation.

The most

prominent reference to "international” was
made in the
context of the European tradition— regarding
"international”
trends.

The professor who used the Machlis used it
in com-

bination with the Kerman, the Copland, and the
Norton
scores.

Although he was not interviewed, his syllabus

indicated that his course was heavily weighted toward

Western classical music.

There were some examples of

blues and jazz used in the introductory portion of the
course, but not as a substantive part of the assigned

listening and lecture emphasis.

Joseph Kerman, in his textbook Listen

,

included a

number of non-Western musical instruments in charts and
full-color illustrations near the beginning of the book.
The remainder of the text was organized primarily according to Western-classical chronology.

was called "American Popular Music:

The section on jazz
Jazz."

This misnomer

was one among several indications that Kerman had less than
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an optimum facility with intercultural
materials.

When

he referred to them, he seemed to
discuss them from an

ethnocentric point of view (see page 128
of this study)

.

Aaron Copland included chapters on 20th
century
music and one on the scoring of films, both
areas of
neglect in other music appreciation books,
and part of
the diversity within the Western tradition.

representative of

a

different era.

Copland is

Because he treated

other musics with respect, within the bounds of his
limited perception; and because much of his approach was

aesthetically based and timeless, his treatise could be
very useful resource to music appreciation teachers.
terms of intercultural content or perspectives,
not stand alone.

However,

a

in

it could

it could be an important tool

for developing aural perception which would be trans-

ferable to other musics.
The Shafer textbook. Ear Cleaning;

Experimental Music Course

(1969), was,

Notes for an

like the Copland,

important to developing aural perception, but only in

conjunction with materials which would complement it.
Up to this time, the discussion has been centered

around intercultural perspectives, the focus of the study.
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It IS important to note, however,

that the books with the

most impressive intercultural worth
may be of little
value to a particular instructor
in terms of other variables that are important in textbook
selection.

On the

questionnaire, professors responded to
a question in which

they were asked to rate their textbooks
according to

adequacy in

a

number of areas.

The variable of price

was discussed in relation to instructor
selection of texts

Other considerations enter into determining
the suitability of any textbook apart from price or
intercultural

perspectives.

Some are likely to be active considerations

while others are either peripheral concerns or simply

descriptive factors which may or may not influence conscious decision-making.

Authors who are interested in interculturalizing

music appreciation textbooks must do an acceptable job of
addressing their concerns if the textbooks are to be
useful and attractive to instructors and students.
the following section,

in

some of the considerations surround-

ing these concerns are included in the discussion about

"what needs to be considered if intercultural perspectives
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are to be improved in the textbooks
and the courses in

which they are used."

I_dentification o f Needs and Constraints
If intercultural perspectives are
to be improved in

the textbooks and the courses in
which they are used,

there are many things which must be
considered.
issues are intertwined, and they are
dynamic.

The
The find-

ings in the study serve to focus the
considerations.

Avenues for exploration of improved perspectives
lie

within the music itself, the textbooks and other
resources,
the institutions, the instructors, the students and
par-

ticularly in the philosophical stance of the advocates of
change
In the words of musical anthropologist Alan Merriam,
"no single kind of music study can be substituted for the

whole"

(Merriam,

1964:31)

.

in traditional Western music

study there have been high values assigned to the historical,

the structural, and the aesthetic aspects of music,

but function has been considered selectively.

For instance,

t>allet music or dance music has been regarded as music for
a

designated purpose.

It is regarded as "functional."

All
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music is functional.

Among other aspects of music
to

be considered are
"social-psychological, cultural, physical, psychological, and symbolic"

(Merriara,

1964:31).

All of these are subdivisions
of Merriam's sound-behavior-

conceptualizatlon theoretical model
described in Chapter
II of this study.

A major determining factor to whether
or not intercultural perspectives can be improved
in either course
or textbooks is the attitude toward
a potential change

among all who could influence the decision.

First, a

rationale for change ’must be demonstrated and
then, those

involved must be convinced that they should or
could play
a role in facilitating the change.

Considerations surrounding the music
^

•

—is

Mu_s i c

a vast field in terms of history,

and diversity.

geography

,

The problem of deciding which musical

experiences to provide for non— majors in either a

textbook or a course is gargantuan.

There is more

music even in the Western-classical tradition than
any instructor could do justice to in the course of
one semester or two.
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What needs are suggeste d by
this concern?
a)

A meaningful categorization
of variables is
necessary.

The specific categorization
is less

important than a functional one.

one might group

musics geographically (i.e.,
music of Eastern
Africa, Music of Central Asia,
Music of Eastern
Europe, Music of the Pacific
Islands, etc.).
might,

one

instead, group in terms of theoretical

systems,

language

groups, types of instruments,

vocal practices, or any number of ways
which serve
to lessen the dimensions of the
diversity.
b)

Scholars who specialize in various areas
of music
should be identified either as potential
collaborative authors or as informational resources.

c)

Creative thought about music that is known should
be exercised.

For example, many musics in the

United States have been ignored in music appreciation textbooks.

Including a variety of those

could enhance the intercultural perspectives in
course or textbooks.

Examples of such musics are

Native American, Country Western, Protest, Blues^
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Gospel, other religious music,
Broadway Theatre,

Popular,

Social Solidarity-Union,
Musak, Rhythm

and Blues, and the many ethnic
folk musics.

^

presents a wide array o f
theoretical svstPm.^

socio-psychological

c gnditions

surrounding

c ont exts

which dictate
some music is

accesible primarily through sound
in its abstract
sense.

Much music, however, demands an
understanding

of language and its larger societal
context in order
to be meaningful.

Authors cannot possibly be con-

versant in all languages of the world.

How can they,

then, present the music in its proper
aesthetic frame
if they are unaware of either the
language or the

specific culture?

What needs are suggested by this concern?
a)

Authors and lecturers must bear in mind that the
audience for music appreciation is a lay audience.
There is no need for research to be done at the

primary source level.

Choices of what to include,

how much to include, and with what emphasis, can
and should be left to the experts.
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b)

Where language is important
to understanding of
the music or of the culture,
again, there is no

need for the author or the
instructor to have

a

working knowledge or understanding
of the language or the culture.

The major research must be

the identification of the experts.

An accompany-

ing effort must be provided for a
feasible and

equitable means for collaboration.
^

*

Tbe optimum medium for music presentation
is live

performanc e in its functional context

.

All musics

lose in the translation to the written word.

Some

lose more than others in electronic reproduction.

Some even lose in live performance outside of the

natural social context.
What needs are suggested by this concern ?
3)

Each music must be presented in an appropriate

aesthetical frame of reference.

For instance,

on page 128 of the study, an ethnocentric view
of Aaron Copland's symphonic transformation of a

South Am.erican bossa nova was presented.

The

Copland arrangement was characterized as superior.
The bossa nova was meant for dancing.

The steady
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beat is desirable as a background
against which

•

the dancers furnish variety
in body movement.

The Copland piece was intended
for the concert

hall.

in such music,

variety in rhythm, harmony,

and other theoretical aspects increases
its

aesthetic appeal.
b)

When live performance or a contextual
presentation is not feasible, supportive descriptive
text or visual aids should be employed to
supple-

ment the effort.

For example,

listening to an

ensemble of Greek musicians playing dance music,
one might be inclined to compare the sounds
with

^® 2 tern Classical concert music.

Seeing the

dancers in action, one might identify more strongly

with the movement and be inclined to join in.

Visual slides could help in this effort.

However,

actual dancing in the classroom advocated by the
authors and the instructors might be even more

desirable
4.

Popular music is likely to be obsolete by the time it
is published in a textbook

.

It is, however,

reflect-

tive of the times in terms of words, but is usually
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conservative in

terras of rausio theory.

its Importance

as a sociological index is
unparalleled.

^at needs ar e

V

a)

s uggested

by this concern?

Authors and instructors must
provide a methodology
for examining the body of
popular music.

Words

would be important; but also among
other considerations the economic significance,
the dynamics

among performers and audience, the
rate of change,
the nature of the changes, and the
relationship

of the popular music to classical music
would be

important
b)

The popular music of diverse cultures should
be

included and examined by the same criteria listed
in section "1," but should also be examined in

terms of acculturation and international exchanges.
^

•

Music can be politically difficult.

Words and music

can carry connotations of known societies toward which
some people have violent prejudices

.

in the appendix

are two songs, both of which speak of overcoming adversity.

Both illustrate optimistic life views.

One

speaks of the past and a timeless philosophy; and the
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other speaks of a broader past
and a timeless future.
Dolly Parton-s song, "Coat of
Many Colors" and James

Weldon Johnson's lyrics to "Lift
Every Voice and
Sing" come out of two cultures
which have, historically

lived in political opposition—
the American poor

Caucasian and Black people.

it is apparent, however,

that the songs are of a transcendent
nature.

^at
a)

needs are sug gested bv this concern^
In order to overcome some of the
deeply ingrained

prejudices among people in any society,
some sort
of confrontation with personal reactions
and a
of values must take place.

This

kind of experience could be facilitated best

through exploration of words and feelings, both
aspects of music that have not been treated in

any depth by authors of music appreciation textbooks
b)

.

In order to provide the aforementioned confronta-

tion, musics from traditions not usually regarded
as serious objects of study should be included

with that specific purpose in mind.
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Co nsiderations sur rounding
the

and textbook authors

authors of music apprecia t ion
texthnnv^

instructors of the c ou rses are
products of
in

a

which the W^st^rn classical
tradition

ajjpost

exclusively

.

it is not likely that the
instruc-

tors or the authors will volunteer
to completely

reeducate themselves for a new order,
particularly
Since music appreciation is not
regarded as

a

pro-

fession, but as a job assignment.

^at
a)

nee ds are suggested bv this concern ?

A network of communication could be worked out
among the advocates of change and those who

would have to implement the change
b)

Incentives to change could be provided by the

governmental structure to the extent that they
are convinced of a need for interculturalization

and the value of incorporating intercultural concerns into virtually every subject area.
c)

An important philosophical stance by the advocates
of change is that they must see the difference
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between attacking the problem
and attacking the
people who are keys to the
solution,
d)

Efforts might be made to raise
the status of the

music appreciation course as an
object of study
for would-be-instructors as its
importance as an

agent of socialization increases

Instructors are frustrated by the scope
of material
yiey must present to non-musicians
even before a

:

gkg^ifican t in tercultural component is added

.

^^at needs ar e suggested by this concern ?
a)

To add a large new dimension to what is
tradi-

tionally taught requires
mat.

a

rethinking of the for-

Integration of culturally diverse examples

throughout the discussion could serve to enrich
any presentation of concepts or constructs.

if,

however, the book is designed around a Western-

^f^s^ical chronology, separate space for consideration of other cultures would demand greatly in-

creased pagination if the intercultural component
were to be increased significantly.
b)

Part of the effort to interculturalize would

involve a vigilant effort to present Western
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classical music in a global
perspective.

To

couch discussion about an
aspect of Western music
in such phrases as

"m

our culture/' or "in the

Western-classical tradition" could
be valuable in
the effort to move students
away from an ethnocentric view of the most traditionally
revered
music, and would require little
special prepara-

tion on the part of the author
or the instructor;
nor would it dictate a significant
change in the
scope of the treatise or the course.
Co nscientious instructors te n d to spend many
hours

£reparation along the lines of their special

^t

intPr^.^^<.

would not necessarily be inclined to researrh

intercultura l components for their courses
^^6sds are
3.)

-in

.

suggested by this concern ?

In the comrnuni cat ion suggested under section
"1— A"
(p

.

207)

instructors should be encouraged to

s^plore intercultural possibilities in whatever
area they most enjoy.

For example, a person who

enjoys slides could research a variety of cultur-

ally diverse pictures, while a person who enjoys
body movement could find ways to learn and teach
new dances
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b)

It is important to remembor
that a beginning place
IS to be expected.

Any improvement in the inter-

cultural component in any semester
would be an

acceptable improvement.

since the possibilities

for teaching any music in
depth are severely limited,

the instructor need not feel
embarrassed or

paralyzed by
c)

a

lack of competence.

Textbook authors and instructors could,
possibly,
limit the scope of even the Western
classical music
to include fewer examples in more
depth.

This

could provide room for multicultural
expansion.
^

*

^struc tors have diverse teaching styles,
distinct

f,

references regarding textbook organization and
gen-

p.

eral content, and special talents and skills which
could e nhance the teaching of music appreciation

.

What needs are suggested by this concern ?
a)

To homogenize the music appreciation textbooks in

the effort to provide intercultural perspectives

would be a disservice to creative teachers
Therefore, creative solutions to interculturali-

zation in diverse formats should be considered.
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A network of communication even
on a local level

b)

could permit a sharing of special
talents and
ideas.

instructors could have alternative

resources at their command as a
result, and

interculturalization could become more
accessible

^nsiderations

s u rrounding

the institutions

D gpartmental a dmin istrators regard
the music app rpr-i

^lon

course as an

i mportant

course for generating

mjmbers; but the r espect for special skills
in teach the course, or spe c ial needs for implementing
P-^^^bivG instruction seemes less apparent

^at
a)

.

needs are suggested by this concern?
The departmental structure must also be part of
the communication in which the need for inter-

culturalization is articulated.
b)

More attention might be given to preparing potential college-level teachers for involvement as

classroom teachers.

This preparation could

include an intercultural dimension.
2

.

There are budgetary constraints in the University

community.

There is no desire for extra expenditures

in connection with interculturalization
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a)

An alternative to
interculturalizing the existing
curriculuin is an addition
of more courses. This

would require an addition
of still more faculty,
increased teaching loads for
faculty on staff,
or,

possibly, the deletion of
other courses for

which a need has been established.

Intercultural-

ization of existing curriculum
would be more cost-

effective than any of the other
solutions.
b)

Since a Liberal Arts college
is dependent on gen-

eral courses to broaden students'
core of general
knowledge, a value inherent in the
system must be
to continue to identify new
parameters of know-

ledge.

The budget must allow for that.

Substan-

tive change in an intercultural dimension
would

dictate the purchase of new materials, and,
perhaps special training for the instructor
or

released time for extra preparation.
^

*

Autonomy among instructors in institutions of higher
education would make the monitoring of efforts to
jr.Ptercultura lize difficult

.

The submission of course

descriptions seems to be primarily perfunctory except
as they apply to assuring the administration of a
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curriculum plan which will
facilitate order and
substance
Wiat needs are suggested by
a)

t h is

concern

-^

There are accrediting
agencies for departments.
The problem articulated
above suggests that these

agencies be included in efforts
to communicate a
need for interculturalization,

m

the case of

music, the accrediting agency
is the National

Association of Schools of Music
(NASM)

Guide-

.

lines from them regarding
interculturalization

would provide some mechanism for
accountability,
b)

incentives for change provided by
either government or by the institution could
provide a kind of

accountability

—a

voluntary sharing by the instruc-

tors in order to obtain certain benefits,
5

.

ffle

;

value of survey or introductory courses in

y.on to other cour s es which can be presented
on a lay

level does no t seem to be regarded seriously

.

Weighing

the value of a course for its ability to provide
a

broad component of

a

student's "liberal education"

has become an area of some controversy.

Very dissim-
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liar courses are expected to
fulfill the same

requirements

^at
a)

needs are suggeste d by this
concern ?

certain components of a relatively
traditional

survey course address cognitive
areas which many
of the others do not.
tive course,

For example, the alterna-

"Music Theory for non-Majors"
treats

only one aspect of music— the
structural one.
Since in the Western tradition
formal melodic and

rhythmic structure are Important aspects
of music,
the study of theory is significant
to deeper muslcal understanding of the Western classical
tradition.

However, there are so many other aspects

of music; and the theory course does not
lend

itself to study of any of them.

On the other

hand, courses which treat specific culture-oriented

subjectmatter often deal very little with the
theoretical context or with

a

broad frame of

reference
b)

In order to retain the original value of the music

appreciation courses and to add an intercultural
component, there might be

a

desire to expand the
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course to a minirau™ of two
semesters,

which that might take are

1)

some forms

to do one semester

as a global Introduction,
and the second semester
as a variety of ethnic
course options;

2)

to keep

the format Integrative
throughout, simply expanding the scope and depth; and

3)

Western-classical emphasis with

to continue the
a

global perspec-

tive for one semester, and to
expand the scope in
the second
c)

Components of the survey courses
could be kept as
part of a team-taught effort in which
other arts,
philosophy, history, anthropology, or
literature
were combined.

Part of the effort to intercultur-

alize could be handled better by an
anthropologist
or a comparative literature instructor
than by
the traditional music appreciation instructor.

Also creative use of institutional resources could
expand the capabilities of all involved.
C^on siderations
1

.

surrounding the textbooks and other resources

The textbooks examined in connection with this study

many more which were perused on an informal basis
indicated that intercultural content and perspective
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a^e,

in most

by which the textbooks were
assessed were discussed
in Chapter Ii; and the
quantification process was
explained in Chapter i.
V

^at needs are suggeste d by

a)

this concern ?

Music appreciation textbooks
should be subjected
to systematic scrutiny in
regard to intercultural

perspectives.

The criteria used in this
study

were found to be useful both as
a method to compare textbooks quantitatively and
as

a

means to

internalize a personal system for
informal evaluation.

The quantification system would
most likely

be more useful to an instructor, an
author, or an

editor as a checklist of variables to
consider in

selecting or developing a textbook which has
an
acceptable intercultural component.

if the cri-

teria are to be developed further, the following

considerations might be made:
Illustrations should be treated similarly to

musical examples in terms of integration
throughout textbooks.

Tlie

outcome of the

quantification process would not have been
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Significantly different with this
revision
since the distribution of musical
examples

very closely paralleled the
distribution of

illustrations
(2)

The variety of cultural representation
might

have been included as

a

separate criterion.

Some textbooks received a significant
number

of points for cultural diversity when
the

only non-Western— classical presence was
illustrations or musical examples from the
Jazz tradition.
(3)

More in the way of qualitative examination
should occur and should be accorded more

weight in the total evaluation.
(4)

A criterion should be designed to examine the

amount of attention given words and feelings.

Much intercultural exploration could be
facilitated through discussion of texts from

people of different societies.

Furthermore,

through examining words in popular and folk
music, values of the dominant American society

could be clarified.
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b)

Textbook authors who respond
to the need for an
increased intercultural
component should consider
human resources as well as
printed word when
gathering material for textbooks.

There should

probably be more collaborative
writing or at least
very serious consultation
regarding the authentic
representation of musics which are
not familiar
to the author.
i ngreaslnq

public ati on costs are making the

of textbooks by students and the pu
r chase of accompany
,,

inq records b y eit her students or
institutions pro -

hibitive

.

If anyone is to make an effort to
upgrade

the intercultural component by revising
another edi-

tion or by writing a new textbook entirely,
marketing

may become increasingly difficult.
What need s are suggested by this concern ?
If ^ new edition is attempted,

instructors are

likely to respond to it only if it is really

different in many respects.

Otherwise, they are

likely to search out ways to save money as some
of the professors interviewed for this study did.

.
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b)

If a completely new textbook
is authored, much

would have to go into the
marketing in order to
compete with well-established
textbooks in which
the intercultural perspectives
are less than

optimum
c)

Textbook authors might have to
consider

a

differ-

ent format which depends on
creative use of audio-

visuals rather than an abundance
of glossy plates,

which faculty and students are coming
to expect.

Accompanying slides or posters for
institutional
purchase could help to supplement the
correlative
art efforts which seemingly should be a
part of

any music textbook.
d)

Since textbooks in higher education are often

purchased new each semester,

a

more utilitarian

kind of paper might be used for course materials

something which approximates newspaper print.

Glossy pages could be made available for those
who prefer permanent ownership of the material.
e)

An approach which might be worth exploring would
be a book of intercultural source readings in the

tradition of Oliver Strunk's Source Readings in
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Mus ic History (1950), a
book which according to
Its editor "makes available
for the first time a

representative selection from all
the great writings on music from the
times of ancient Greece
through the Romantic era."

Of course, the sub-

Jectmatter is purely Western-classical
tradition.

Siere are many

reso ur ces besides textbooks avail

vA ith have an Intercultural focus

,

a sizeable disco-

graphy IS included at the end of
this study.

Discus-

sion about the vastness of musical
universe could be

expanded to apply to recorded music of
diverse cultures.

(See the discussion "Considerations
surround-

ing the music" on page 200.)

The major problem is

that intercultural materials are being
produced in

relatively closed system.

a

Much of the best work is

researched and published by ethnomusico legists

— often-

times people who are neither interested nor
skilled
in pedagogy.

What needs are suggested by this concern ?
a)

What is needed is someone who can serve as liaison

between the two worlds of education and ethnomusico logical research.

Who could help in making
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the decisions about what
to include in a music

appreciation textbook?

who could be sensitive to

the pedagogical needs and
the intercultural

components?
b)

Training for would-be interculturalists
must be
made available.

There is no need for all music

appreciation textbooks to look exactly
alike because all relied on the same
informational sources
for intercultural content.
c)

Instructors might be given skills in
curriculum

development so that they might have more
skill
at incorporating diverse materials into
a unified

course with the minimum of extra effort,

instructors an d autho r s must look to each other, to

—students
resources

,

and to interested colleagues as majo r

.

What needs are suggested by this concern ?
a)

As an expansion of basic knowledge and course con-

tent is attempted by any instructor, creative use

of research assignments to students can help in
the identification or development of useable class-

room materials

.
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b.

Colleagues who are well
versed in ethnomuslcology
or in anthropology or
In any number of
disciplines
in which intercultural
comparison is a part would

sometimes welcome the opportunity
to assist in the
conceptualization of an intercultural
component
or in finding basic resources.
5

.

R eally substantive change
in in t ercultural

Mve

might require radic al changes in
organization o.

t extbooks

.

There might need to be a major
move away

from the chronological format.

Even though the chron-

ological format and interculturalization
are not mutually exclusive, chronology in the
Western tradition
does not lend Itself to integration
of musical examples.

^at
a)

needs are suggested by this concern?

There are some books which could serve as
beacons
to development along such lines.

gists have,

in many cases,

Ethnomusico le-

found some particularly

meaningful ways to organize discussions about
music which could include parallel discussion of

many cultures.
book,

The Bamberger and Brofsky text-

in the first five chapters used a format

which facilitated comparison; and

a

book not
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included in this study, Sound
Pleasure by Donald
Ivey (1977) was very creative
in its intercultural
treatment.

Such headings as "Music to
Tell and

Illuminate a Tale," "Polyphonic
Texture:
zontal Harmony," "Monophonic
Texture:

Hori-

One Melody

Alone," and "The Uses of Percussion"
facilitated

discussions which transcended
geographical and
ethnic boundaries
b)

.

instructors might be repelled by
radically different formats.

They have been accustomed to similar

kinds of organization throughout their
experience
in formal education, both as students
and in-

structors.

Changing of the format would require

greater efforts to market the textbooks

Considerations surrounding the students
^

*

indents ha ve traditionally taken music appreciation
courses to satisfy a humanities requirement

.

They may

have had some interest in music, but often, they have

brought

a

limited knowledge and a marginal commitment.

What needs are suggested by this concern ?
a)

Efforts to interculturalize should take into

consideration that students have limited time

224

available to prepare for non-major-area
coursework.

Adding more content to courses or
textbooks must
not be considered a reasonable
alternative to ad-

justing all content

leaving some content in'tact,

and substituting culturally diverse
examples,

illustrations, and discussions for other
content.
b)

Increasing the intercultural component in a
creative way could serve to raise the level
of interest

among students taking the course.

in the Five

Colleges, more students cross -enrolled for music

courses with a multicultural emphasis than for any

other courses available for non-majors.

Since

there were a very few such multicultural alternatives available throughout the consortium, cross-

enrollment was the only means for taking such
course.

a

A certain interest was demonstrated as

well as a focus on the dearth of interculturally

oriented courses
c)

Since students have little commitment to a survey
course, and limited expectations for its content

or focus, they would be more receptive to change

than either the authors or the instructors.

225
2

.

^

sic questions regard ing the
Western clas^<n.i

^on

usually appear on national tests
whirh

stui^sni-^

ar e required to take to satis
fy g raduate level entranr-^
rea uirements

.

if the format of a course is
changed so

much that basic theoretical and
historical facts about
the Western tradition are obscured
or deleted, a dis-

service will have been done to the
students.

^at
a)

needs are su ggested bv this concern

Authors

and.

•;>

instructors might block off the infor-

mation which is most basic to understanding
of the

Western tradition and required knowledge for
testtaking and label it accordingly.
b)

Advocates of change should work to change the system at all levels simultaneously, bringing national
tests in line with revised curriculum.

^

•

The term

community colleges" in

a

broader sense could

^PPly to most state institutions and to
degree, to many private institutions

.

a

certain

State institu-

tions are meant to serve a state's population.
fore,

There-

reduced tuition fees for in-state students

encourages an in-state enrollment.

For example,, the

University of Massachusetts had an enrollment of 88.8%
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Massachusetts residents.

The private colleges, on
the

other hand, drew from a larger
geographical area, but

primarily from families who could
pay exceptionally
high tuition rates or, from that
group of students
who were given scholarships on the
basis of outstanding academic achievement.

All schools tended to be a

homogeneous mixture in terms of in-state
enrollment,
or in terms of economic and academic
status.
ffliat

a.)

n eeds are suggested

by this concern ?

In order to compensate for a homogeneous
environ-

ment,

cultural diversity should be provided in the

curriculum for students whose perceptions have
been limited either by lack of exposure to any
^nsic or over-exposure to music of any one genre.
A culturally diverse academic environment is

essential
b)

People who opt for courses with a global focus
may be the ones whose horizons already exceed those
of students who opt for traditional courses

Therefore, an intercultural component is even

more desirable as a means to reach those whose

experience and tastes are limited.
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.

preferences

^

at needs are sugg e sted by this
conc^rn

a)

->

Authors and instructors might look
towards a

deductive approach through which
students are
called upon to examine their own
choices in terms
of aesthetics.

Modes of evaluation could then be

transferred to perception of very different
musics.
Some instructors in the Five College
community made

significant use of this approach, but usually
to
the end of a more thorough knowledge of the
Western

classical tradition.
b)

Students could become valuable resources in terms
of contact with living diversity in a given com(i.e.,

for live performances,

lecture-

demonstrations, the teaching of folk songs or
dances, etc.)

.

They could also help to gather
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information about musical traditions
to which they
find a special affinity.

This potential should be

explored, though efforts must
be made to keep such
an activity from becoming
exploitive.

have financial constraints

^

.

As new textbooks

and records are published, prices
rise.

if the inter-

cultural component is to be increased
in textbooks,
new materials will have to be made
available.

^at
a)

needs are suggested by this cnnr^m ^

Co-ownership of textbooks or records by
at least
two students could be encouraged, although
this

arrangement would require careful planning by
the
instructor
b)

As mentioned in the discussion on textbooks,
au-

thors and publishers must be creative in addressing the problem of rising costs.
6

.

Student s are attending a University or College partly
as a means to explore new ideas

.

Educational institu-

tions are society's appointed agents of socialization

.

Many students at the undergraduate level are at an age
where to challenge the status quo and the values of
their parents is a major objective.
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^at needs

V

a)

are suggested bv this

Instructors and authors should
capitalize on the
probability that students will
be particularly
interested in subj ectmatter
which differs from

tradition
b)

The special qualities of the
student should be

regarded as a resource.

Social issues, body

movement, and exploration of ideas
and feelings

could be important sources of
enrichment to an

otherwise predictable curriculum.

epilogue
There are many alternative
routes to take in the
effort to effect change. The
rewards of interculturalication could be many; but the
task will be Herculean.
For
those Who advocate change, it
will be important to bear
in
mind that inhibitors of progress
are not necessarily adversaries. They may be short of
knowledge, or they may have
conflicting interests. Creative
solutions which take into

account the special interests and
needs of all concerned
will have the best chance for significant
and widespread
influence

Much of the groundwork for interculturalization
of

music appreciation is in place.

There are more high

fidelity recordings available than most institutions
could

possibly purchase.

There are ethnomusicologists who have

spent many collective years gathering information
on music
of every conceivable society, relating the music
to the
lives of the people who produced it.

There are pedagogues

who are striving to improve music appreciation textbooks
and courses in various ways

7
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and the advocates and
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potential orchestrators of
change,, among whom the
writer
is

included, are a growing number.
The world community are
being called upon daily
to

participate in

a

change toward peaceful
coexlstence-to

acknowledge their interdependence
with the rest of humanity.
There must not only be an
acknowledgement of the
ominous omnipresent threat of
extinction if societies fail
to come to grips with their
differences, but there must
also be a recognition of the riches
which can belong to
the human race when diversity is
shared.

As Henry Steele

Commager put it in his "Declaration
of Interdependence,"
To establish a new world order of
compassion, peace
justice, and security, it is essential
that humankind
free itself from the limitations of
prejudice and
acknowledge that the forces that unite it
are incomparably deeper than those that divide
it— that all
people are part of one global community,
dependent
on one body of resources, bound together
by the ties
of a common humanity and associated in a
common
adventure on the planet Earth.
(Ehlers, 1977:290)
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discograppty*

__olk

and Trad itional Music of

2nd Pd

r,

+--U

-i

r’-u

L-iit:

I

in Bruno Nettl's
Western
western rnn+Contine nts.

General Anthologies

^.Anthology

of the World'.

Anthology Records.

M an's Early Musical Inst ruments

me

Folkways P525.

.

Demonstration Collectio n of E. M. von
Hornbostei
Berlin Phonoqramm archiv
^—
Folkways FE 4175 (reissue of an early collection that
attempted to show
the great variety of the world's
musical styles).
,

Co lumbia World Library of Folk a n
d Primitive Mn.<.So
compiled by Alan Lomax (over 20 records,
partly reissues

older recordings, partly new material
collected bv
Lomax and others)
o

P rimitive

Music of the World

,

FE 4581.

M usic of the World's Peoples

,

Folkways FE 4504.

ed

.

Henry Cowell, Folkways

ed. Henry Cowell

(4

albums)

*The respective sources for this discography are
cited
at the beginning of each section.
The format of each
original source is maintained as much as practicable,

including annotations.
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Recorded Antholn gw of Ame-rio=r. m
A Recorded Anthology
of Ame

•

g aiversity of music in
the United States).

The UNESCO Collection

(sets of African and
Asian music)

M^o -American

Folk Musir
North and Latin America

jji

Leadbelly's Last Sessions

.

Folkways FP 241-42

(4

disks).

^sic

from the South recorded
by Frederic Ramsey, Folkways FP 650-58 (9 disks)
,

R ural Blues ed. Samuel
B. Charters, RFB records
RF 202 (2 disks).
,

Sou thern Folk Heritage Series
ed. Alan Lomax, Atlantic
1346-52 (7 disks including white
and black music)
^

American Folk Musi
Songs of Mexico

Folkways FP 15

.

Mexican Folk Songs

Mexic an Corridos

,

,

Vol.

.

Black Caribs of Honduras
,

Calypso, Meringues

Folkways FP 815/2.

Folkways FW 6913

Folk Music of Honduras

Carib bean Dances

2,

Folkways FP 384.
.

Folkways p. 435.

Folkways FP 840.
.

Folkways FP

8.

**Not Listed in the Nettl treatise.
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S ongs

and Dances of Puerto Rico

Msica

Folkways pp 80/2.

.

del Pueblo Pnertorriguenn

M usic of Trinidad

.

Troutman Press, UB-137.

National Geographic Society,
3297

,

F olk Music of Col umbia

.

Folkways pw 6804.

.

— FolfLng.Ts^n^

.

j^nezuelan Folk

and Aboriginal Music The
Columbia World
ibrary of Folk and Primatlve
Music, Columbia KL-212

Music of Peru

Folkways p 415

.

Traditional Music of
Kingd om of the Sun
I nstruments

S ongs

.

P^rn,.

.

Folkways FE 4456.

Nonesuch H-72029.

and Music of Bolivia

and Dances of B o livia

^. gentine Dances

.

,

.

Folkways FM 4012.

Folkways FW 6871.

Folkways FW 8841 and 8842.

Argentine Folk Songs Folkways FW 6810 (presents
selections
of songs accompanying such dances as the
gato and the
chacarera
,

.

Songs and Dances of Brazil Folkways FW
6953
good examples of emboladas
,

(includes

)

M usic of Haiti
4478.

,

collected by Harold Courlander, Folkways

Afro-Bahi an Religious Songs of Brazil
AAFS 61-65.
Cult Music of Cuba

.

.

Library of Congress

Folkways 4410.

Afro-Hispanic Music from Western Columbia and Ecuador
Folkways 4376.

.
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Jamaican Cult Music. Folkways
FE 4461.
From the Grassroots o f Jamaica
Jamaica) 3305.

F olk

Dynamic (Kingston,

.

Music in Mo dern North

Fo lk Music of the United States
(excellent)

Amerir;:i

Library of Cong
^ ress

.

.

—?lk Music
^ngs

from Wisconsin

.

AAFS

of the Michi g an Lumberjacks

Anglo-American

S ongs

Scared Harp Singing

.-

and Ballads

55

1

.

.

.

AAFS
AAFS

56.

1

16.

1

AAFS L 11.

Ballads—of the Anthracite Miners
The Ballad Hunter AAFS L 49-53
collecting by John Lomax.

(5

,

.

AAFS L 16.

disks), Lectures on

Maritime Folk Songs from the C ollection of Helen
Creig hton
“
Folkways FE 4307.
^

Folk Music from No va Scotia
by Helen Creighton)
Songs of French Canada

.

,

Folkways P 1006 (also edited

Folkways FE 4482

F olk Songs in the United States

Folkways
An excellent collection of non-English songs
from the United States with detailed notes
,

P 1009.

The American Indians

Folk Music of the United States Library of Congress, from
Frances Densmore s and Willard Rhodes collections
.

'

'

'

250

^

nqs of the Red Man, North Ame r
ican Soun d Chief Enter(Primarily Plains
and the records issued by Indian
House, Taos, N.M
are for scholars and American
Indians interested in
hearing songs of their own heritage)

I ndian

Music of the Canadian P l ains

American Indians of the

Music of the

S ioux

S outhwest

and Navaho

.

,

Folkways FW 8850.

Folkways P401.

.

I ndian

Music of Mexico Folkways P413
Music of Latin America)
,

M us ic—from the Mato Grasso

.

Folkways p 464.

(includes Indian

Folkways p 446.

Indian Music of t he Upper Amazon

.

Folkways P458.

Instruments and Music of Bolivia

.

Folkways FM 4012

Mountain Music of Peru, Folkways FE 4539.
Music of Black Africa
Ethiopia, Anthology Records AST 6000
African elements)

(East and North

Rhodesia perfoirmed by Abraham Dumisani
Maraire, University of Washington Press 1001.
,

Valiha, Madagascar

.

Ocora OCR 18.

Drums of the Yoruba of Nigeria
African drumming)

Music of Equatorial Africa

Niqeria-Hausa Music

I

,

,

.

Folkways p 441 (West

Folkways P 427.

Unesco Records BM 30 L 2306.
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ai Library of African
0 disks continuously
growing)
South and East Af rica are
well represented
Accompanied by detailed note s
on a large set
.

logue cards

of cata-

.

Africa South of the Sah;^r^
edited by Harold Courlander,
Folkways FE 4503 (2 disks)
,

^lof

Music of Senegal and

F rance,

Italy,

Folk Music of France

ia

,

Folkways FE 4462

and the Iberian Peninsul;^

Folkways p 414.

.

Folk Music from Italy

Folkways F 4220.

.

^ongs and Dances

o f Spain
notes by Alan Lomax.

Westminster WF 12001-5 with

.

Hl amenco Music of Andalusia

.

Folkways 4437.

Music of Portugal. Folkways 4538

(2

disks)

Eastern Europe
zech

C_

—Slova k

and Moravian Folk Songs

Czech Songs and Dances

.

Monitor MF 389.

Apon 2473.

.

Folk M usic of Hungary collected under the auspices of
Bela Bartok, Folkways p 1000.
,

Folk Music of Yugoslavia
Fo lk Music of Rumania
419
.

,

.

Folkways 4434.

collected by Bela Bartok, Folkways
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F olk Dances of
,

olk Music of Greece

F^

.

Folkways FE 4467.
Folkways FE 4454.

polish Folk Song s and Danops
R^ ssian Folk Song s
_

Folkways FP 848.

Vanguard VRS 9023 (a recording
performed by professional
interpreters)

.

,

The Germanic Peoples

E nglish and Scottish Poonlar
Ballads
715-723.

^

Su ssex Folk Songs and Ballads
Folkways FG 3515.

Washington Records

ed. Kenneth Golstein,

.

So ngs and Pipes o f the Hebrides

.

Folkways P43o

Th e Art of the Bagpipe (with
elaborate annotations)
Lyric Records FL 112

Songs of Aran
songs)

.

Folkways P1002

(a

Folk-

selection of Gaelic

Child Ballads^ Traditional in the U.s.
(AAFS 57-58)
Library of Congress (Among many of such
publications
by the Library of Congress)
Spnqs and Dances of Holland.
and entertaining)

^ongs

and Danc es of Norway
and entertaining)

.

Folkways 3576 (educational

Folkways FE 4008

(educational

D eutsche Volks leider Deutsche Grammophongesellschaft
004-157 to 004-160 (2 disks), with a pamphlet giving
texts, notes and complete transcriptions.
,
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The following recordings are
listed n
Music Cultures nf
LcifL
^acitic the Near
m
East and As -is
Englewood Cliffs, NJ:
P rentice-Hall,
,

i

——

;

tat-i

i

t

•

,

1967.

Mstralia and the Pacific Tsisndc

^

Introduction to Music of New Guinea
~
national INT 25013.

A ustralia an d N ew Guinea

Hawaiian Chant

—Hula,

_^

Columbia KL 208.

.

T ribal Music of Australia

Prestige Inter-

Folkways p 439

.

and Music

.

.

Folkways FW

8 750.

Moslem Africa and the Near

—

Today Westminster W 9805, 9806 (some of
the
variety of music found in Israel)
,

Ir^, Musicaphon BM
in Iran)

T unes ia

30 L 2004 and 2005

(Persian tradition

.

Musicaphon BM 30 L 2008
classical music.
,

volumes) pan-lslamic

(3

Tunes ia Folkways FE 8861-63 (three excellent volumes
of
Tunesian Folk, religious, and Art Music produced by
Wolfgang Laade)
,

.

Tuareg Music of the Southern Sahara Folkways FE 4470
(nicely documented by Geoffrey Holiday)
,

Songs and Dances of Turkey
mixture of styles)

,

Folkways FW 8801 (contains a

Folk and Traditional Music of Turkey

,

Folkways FE 4404.
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Lebanon
(popular music)

Folkways
^

Fl^

6925^

.

K urdish Folk Son gs a n d
Dances

.

Folkways 4469.

Xslamic Liturgy. Folkways FR
8943.
Co ptic Music

.

Folkways FR 8960.

^abic and Druse

Music. Folkways FE 4480.

Music of Eth iopia

Folkways FE 4405.

,

Music of the Falash^.g
Music of South Arabia
Wolf Lesau)

Folkways FE 4442.
.

Folkways FE 4421 (annotated by

Borneo, and Indones ia

/

The Exotic Sounds of Bali Columbia
ML 5845 (illustrates
how students from the institute of
Ethnomusicology
at U.C.L.A. can play "foreign" music
with skill and
taste
.

.

D ancers of Bali Columbia ML 4618 (records
the repertoire
of the Pliatan game Ian on its American tour)
,

Indonesia

,

Columbia Masterworks KL 210.

Music of the Mgindanao. Folkways FE 4536 (coordinated
with
dissertation by Jose Maceda, Music.
in the
Philippines Ann Arbor: University Microfilms, 1964).
.

.

,

Music of Indonesia

Folkways FE 4537.

.

Music of the Orient Decca DL 9505-06 (old recordings of
Javanese and Balinese music)
.

Borneo

,

French Contrepoint MC 21.112.
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Mu rat Music of North Borneo
Bayanihan

.

Folkways FE 4459

.

.

Monitor 332.

Fo lk Songs Of the Philinn^...
Folkways FW 8791
popular music in the Spanish
styll.

H^nunoo Music

from the Philippines

'

Folkways fe 4466.

Central and Southern As la

^

ern Motion

Raqas

,

Pi otnoreJjusi^oOndia,

Capitol T 10090.

Folkways FE 3530.

R^eliqious Music.

Folkways FE 4431.

~"usrc''fro:^hrtT ;g-lonK^"^^'

~

fe 4479 (contams theater

'<^'-a1a
Folkways FE 4365 (Harmonic
examples and excerpts from Kathakali
^exfmDTefand
plays)
.

C j^assical In d ian

Music

.

London CM 9282.

S hanker,

Ravi
World Pacific (several records, numbers
unavailable)

India

,

Columbia KL 215.

^tholoqie de
Thomson,

la Musigue Classic de I'TndR

.

Ducretet-

320 C 096-8.

Southeast Asia

Laos, Musicaphon BM 30L 2001 (best for
classical traditions and include useful photographs)
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M usic of Thailand
M usic of Vi e tnam

,

T emiar Dream Music

—

—

Folkways fe 4463

.

Folkways FE 4352
.

Folkways FE 4460.

rom South Asia

F olk and

Folkways fE 4447

.

Traditional Music of Burma

.

.

Folkways fe 4436.

East Asia
China, Capitol T 10087

(popular music)

Bruno 50115 (among records on
the Bruno
label representative of
Communist-reconstructed music)

Beating the Dragon Robe
Tjie

Folkways FW 8883.

.

Ruse of the Empty City

C hinese Classical M usic
S hantung

Folkways FW 8882.

.

Lyrichord LL 72

.

Music of Confucius’ Homeland

.

Lyrichord LL 112.

C hinese Classical Masterpie ces
for the Pipa and ch in
Lyrichord LL 102.

Musique tibetaine du Sikkim
and Music of Tibet

.

.

Countrepoint MC 20119.

Folkways FE 4486.

Northeast Asia and the Island Countries
Tlie

Traditional Music of Japan Victor Com.pany of Japan
(Includes English notes for this survey album)
,

Japanese Music Org a nized by Genre (Six volumes),
Musica
phone UNESCO series BM 30 L 2011-2016.
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An thologie de la muslque
trad <-i n nnell a
Ducretet-Thomson 320 C 137-38
col
lectxon from the standpoint
of both repertoire and
performer, only the picture
labels are wrong)
Th e Azuina Kabuki Musicians
Columbia ML 4925 (top performers playing in an overly
resonant theatre)
<

.

,

Paraphrase-highly

"^imS^d^dT."'^
Japanese Noh Music
Ko to,

,

Lyrichord LL 137.

Shamisen and Shakuhachi Mnsin

Z^n, Goeika, and Shomyo
J apanese Temple Music,
B_uddhist:

Ritual Music

.

Chant,

,

Lyrichord LL 126.

Lyrichord LL 117.
Folkways FE 4449.

Japanese—Folkso ng Records
Korea

.

Lyrichord LL 134.

Folkways FE 45 34.

.

Folkways FE 4424.

J apan,

the Ryukyus
Formo s a and Korea Columbia KL 214.
(compiled by Alan Lomax, the only general
collection available though each country has an
extensive
LP industry of its own)
,

.

The following "basic discography" was compiled
by Horace
Clarence Boyer, University of Massachusetts,
Amherst.

Afro-American Gospel Music

Alex Bradford.
SPS-2133
Shirley Caesar.

The Best of Alex Bradford

No Charge

.

Hob HBX 2176.

.

Specialty
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Rev. James Cleveland.

^NewDa,^,

Rev. James Cleveland.

Liye^^carneaie^^,

Rev. James Cleveland.

Peace^^^,

Dorothy Love Coates,

^en

Its Ovar

SPS-2116E^
Andrae Crouch.

L ive at Carnegie Hall

Andrae Crouch.

savoy 7014.

3 ,,,^

Nashboro 7138.

Gospel Sound of Sam rnnVp

^

""

savoy SGL-7035

,

Specialty

,

Light LS 5602 -LP.

Take Me BacV. Light LS
5637.
The
~

Dixie Hummingbirds.
Peacock 138

Besi- n-F

Hum mingbirds

.

.

A. Dorsey.

Aretha Franklin.

Precious Lord

Columbia CG 32151.

.

Amazing Grace. Atlantic SD 2-906.

Edwin Hawkins.
Let Us Go Int o the House of
Pavillion BPS^ 1001.
Edwin Hawkins.
The

Oh Hap py Day

Gospel Sound, Vol.

The Gospel Sound,

1

Vol.

2

Columbia G 31086.

.

Columbia KG 31595.

Walter Hawkins.

Love Alive

Walter Hawkins.

Love Alive-ll

Mahalia Jackson.

Light LS 5685-LP.
.

Light LS 5735.

grid's Greatest

CL 644.

Jackson Southernaires

Too Late

.

Roberta Martin Singers

.

Lord

Buddah BDS 5070.

,

.

.

m...

Grace

,

.

Go spel Singer

Malaco 4357 -b.

Savoy MG 14022

.

Columbia
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1

XUS

1C Jdaii.

Peacock PLP 134.

Nightingales.
]

^e

Nightingales

,

Peacock PLP 137.

Shake MV Mother-,

Southwest Michigan Choir.
MG 14099.

Rosetta Tharpe.

Write My Name Above

Precious Memories

Clara Ward and the Ward Singers
Savoy MG 14001.

Marion Williams.
-Lo J-42

Specialty

Savoy

.

Savoy MG 14214.
Surely God Is Able

Player Changes Things

.

Atlantic SD

.

Boyer Brothers.

Step by Step

.

Savoy MG 14155.

The following recordings and prefatory
remarks are from
Nat Hentoff's Jazz Is. New York:
Avon Books, 1976.
The list is not meant to be comprehensive
but is intended
as a foundation on which a jazz collection
can be built.
To begin with, the best single introduction
to the
sound of jazz is The Smithsonian Collection of
Classic

Ja^, assembled and annotated by Martin Williams,
tor of the Jazz Program, Smithsonian Institution,
ton, D.C.
20560.
A boxed collection of six LPs
passing 84 recordings, the collection ranges from
Joplin to Cecil Taylor.
,

DirecWashingencomScott

Armstrong, Louis, Louis Armstrong and Earl Hines Smithsonian Collection R002 (not included in the above set)
.

Armstrong, Louis, Plays W. C. Handy
Products, JCL-591.

,

Columbia Special

Armstrong, Louis, Louis Armstrong Story
854.

.

Columbia CL 851-
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America

.

Impulse 9248.

Barbieri, Gato, Hasta Siempre

.

impulse 9263.

Barbieri, Gato, Viva Emi llano
Zapata
Basie, Count

(trio),

Basie, Count,

Bechet,

Ilie

.

Impulse 9279.

"For the First

pablo 2310712.

B est of Count Rasi^

mca 4050E.

Sidney, M^aster Musician. Bluebird
AXM2-5516.

oleman, Ornette,

Shape of Jaz z to Come

Coltrane, John, Ascens ion

Atlantic S-1317.

.

Impulse S-95.

.

Coltrane, John, Giant Steps

.

Atlantic S-1311.

Coltrane, John, Live at th e Village
Vanguard
S"10

.

Atlantic

-

Davis, Miles, Bitches Brew

.

Columbia PG-26.

Davis, Miles, Kind of Blue

.

Columbia PC-8163.

Davis, Miles, Complete Birth of the Cool
Davis, Miles,

Sketches of Spain

Davis, Miles,

Steamin' with Coltrane

Eldridge, Roy, Happy Time

.

.

.

Capitol M-10026.

Columbia PC-8271.
.

Prestige S-7580.

Pablo 2310-739.

Ellington, Duke, The Ellington Era

.

Columbia C3L-27.

^Urngton, Duke, Tone Parallel to Harlem/Liberian Suite
Columbia J-6
Ellington, Duke, At His Very Best

Ellington, Duke
2310-721.

(trio)

,

.

RCA LPM-1715.

This One's for Blanton, Pablo

,
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Gillespie, Dizzy,
Gillespie, Dizzy,

In^he^eaimUna, Prestige

^

the French Riviere

Holiday, Billie, God Ble ss
the Chi1H

I|g Billie HoHdev

ir-u
JiZiJi, PG-32124, PG-32127.
”°''pG-32?3i'1;

Mingus, Charles,
Mingus, Charles,

^ues

& Roots

j^in qus

Ah Um

,.

P-24030.

Philips 600048

PG-30782

s^,

Columbia

Atlantic S-1305

.

RCA APL 1-0939.

.

Mingus, Charles, Three or Four
Shades of Blues
SD 1700.
Mingus, Charles, Tonight at Noon

Monk, Thelonious, Monk/Trane

.

.

Milestone 47023.
Milestone M-47011.

Mulligan, Gerry, Quartet/Desmond Quintet
,

.

.

Blue Note

Fantasy 8082.

Columbia Special Products

Mulligan, Gerry, Age of Steam

Atlantic

Atlantic 909.

Mulligan, Gerry, Mulligan/Konitz-Reve lation
BN-LA-532-H2

Gerry, Jeru
JCS-8732.

.

Atlantic S-1416.

.

Modern Jazz Quartet, Last Concert
.

.

Columbia CS-8171.

.

Mingus, Charles, Tia Jua na Moods

Monk, Thelonious, Brilliance

.

.

A&M 3036.

CSP
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P-Xer, Charlie.

Bird/Th^^avox^^^

Parker, Charlie, Charlie
Parker on
Spotlite 101-10?^

Savoy

ni;hi

2201
.

^

Charlie, Bird &
ni 7 /Gillespie/,
6c uiz
Verve 68006.
Parker, Charlie, Charlie
Parker Prestige 24009.
/

smith, Bessie,

Bessie Smith story. Columbia
855-858.

TOie

smith Bessie, Ihe World's
Greatest Blues Sin„».
iiiilEi:./
Columbia GP- 33
.

Taylor, Cecil, In Transition.
Blue Note LA458-H2

Taylor, Cecil,

poking Ahead. Contemporary

Taylor, Cecil, Cafe Mon tmartre

.

Taylor, Cecil, Unit Str uctures

.

Taylor, Cecil,

Fantasy 86014.
Blue Note 84237.

Silent Tongues. Arista/Freedom
1005.
Tj}e

AXM2-5511.

7562.

Complete Fats Waller. Vol.

Wilson, Teddy, And His All-Stars
Wilson, Teddy, Piano Solos

,

.

t

.

Bluebird

Columbia 31617.

Columbia J-8

Wilson, Teddy, Statements and Improvisations/1934-42
Smithsonian Collection P13708.

Wilson, Teddy, With Billie in Mind

,

.

Chiaroscuro 111.

The following information was included in
Contemporary
Music and Music Cultures by Charles Hamm, Bruno
Nettl, and
Ronald Byrnside, Englewood Cliffs, NJ:
Prentice-Hall,
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Rock

^
become more difficult to locate
.ore expensive than the"
w:L":e"r;i^;e:r:^a""^^r"
recent revival of interest
in this musl^hL
ecord companies to reissue many
of the biggest hits in

3omeTimes“TrL-;v:nfm:i^r-

“*='

• p«v»—

significant practitioners of the
styles
Tn
interest of economy, no attempt
has been
ma^ i’
important performer and song. mstfad
representative. The albums
are divided
div^d^d into
!
three groups:
indispensable, important
and very useful. Following this
is a supplementary list'
useful in the study of rhythm and
blues, rock n roll, and rock and
roll.

Indispensable
G reat Hits of R&B

Columbia G 30503.
in addition to the
selections already mentioned in this chapter,
this
album also contains other crucial performers
and
songs, such as "Fever," Little Willie
John (Peggy
Lee made a successful "cover" version of
this song)
'•Sixty Minute Man," Billy Ward and the
Dominoes;
"Only You," The Platters; "Trying," La Verne
Baker.
,

Elvis Presley, Elvis* Golden Records (March,
1958), Volume
I, RCA Victor.
There is also a Volume II to this set,
but it is this first volume that is crucial. The
album includes, among others, "Hound Dog," "All Shook
Up," "Heartbreak Hotel, " "Teddy Bear, " "Jailhouse
Rock
.

History of Rhythm and Blues 4 volumes, Atlantic SD 8161,
SD 8164, Volumes 2 and 3 are crucial; Volumes 1 and 4
,
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m

re useful.
addition to the selections
already
mentioned in this chapter, Volume
3 has

several
important rock 'n' roll songs.
"Corrina Corrina "
Joe Turner; Ruby Baby,
The Drifters; "^i^ Dandy
Laverne Baker; 'C. c. Rider,"
Chuck Willis. Specially important in Volume 2 are:
"Money Honey " The

Tweed le Dee,

La Verne Baker.

H aley's Greatest Hits (June,
1968)
Decca DL 5027.
Particularly important are:
"Rock Around the Clock"
"See You Later Alligato r";
"Shake, Rattle and Roll."
,

~ S! Richard: Cast A
The album contains

Long Shadow 4 sides. Epic EG 30426
a number of Little Richard's
most
important early rock 'n' roll hits,
plus some later
material. Hear especially:
"Lucille"; "Tutti Frutti"
Long Tall Sally"; "Good Golly Miss
Molly"- "Whole
Lotta' Shakin' Coin' On."

Important

Chuck Berry's Greate st Hits (April 1964)
The album
contains many important rock 'n' roll songs,
such
as "School Days"; "Roll Over Beethoven";
" Maybe 1 line "
"Johnny B. Goode."
.

Pat Boone, Pat's Greatest Hits Dot 3071, S 25071.
The
album contains several of the singer's rock and roll
best-sellers from the mid '50's.
.

Fats Domino, Rock & Rollin Imperial 9004, 9009. The
album contains several of the best songs of one of the
central figures in rock 'n' roll, including 'Aint It
a Shame" (Pat Boone made a very successful cover
version of this song); "You Said You Love Me"; "Fat
Man "
'

.

Paul Anka 21 Goden Hits (1963)
Most typical of this
rock and roll performer are "Diana," and "Puppy Love.
,

.
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Frankie Avalon, 15 Greatest Hihs
(1964)
Avalon and Anka
are very much in the same
(soft) vein
Hear especially
"Bobby Sox to Stockings."
Big Bopper, Chantilly Lace
(1958)
The title song from
this album was a big rock n
roll hit in 1958.
*

'

B p Diddley'

1 6 Alltime Greatest Hi-h.g
(1964)
The album
contains several songs typical of
the style of this
important early rock 'n' roll singer.
s

.

The Drifters, Rockin' and Driftin'
(1958)
"Ruby Baby"
and 'Fools Fall in Love" are included
in Vol. 3 of
History of Rhythm and Blues but this
album also
includes several of their other hits
such as "Drip
Drop."
.

Buddy Holly (1958). Another important early
rock 'n'
roll performer; this album includes his
two biggest
iiits:
Ready Teddy," and "Peggy Sue."
Go lden Hits o f jer r y Lee Lewis
The album includes "whole
Lotta Shakin " and "Great Balls of Fire."
.

,

'

'

Nelson (1958)
Very typical of the lyrics and singing style of the soft rock and roll style of
the late
50s
.

'

—

.

—Pe_rkLn^.

Another rock 'n' roll performer with a
country music background. This album contains his
biggest hit, "Blue Suede Shoes," also made famous by
Elvis Presley.

Joe Turner.

This well known and highly respected blues
singer had some success as a rock 'n' roll performer.
"Chains of Love" and "Corrina, Corrina" are included
in History of Rhythm and Blues
in addition to these,
this album contains "Shake, Rattle, and Roll," "Flip
Flop," and "Honey Hush."
.

Richie Valens Memorial Album
Hear especially "Donna" and
"Come on. Let's Go Rockin' All Night."
.

APPENDIX A
DATA COLLECTION INSTRUMENT
FOR TEXTBOOK ANALYSIS*
and

ANALYSIS FOR THE ART OF LISTENING:
DEVELOPIN G MUSICAL PERCEPTinN
BY JEAN SHAPIRO BAMBERGER AND
HOWARD BROFSKY

*To be used on conjunction with quantification system
outlined on pages 36-40 (Table 1)
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Author: Jeanne Shapiro Bamberger
-

-d-a

2

:

The A rt or Listening:

111

=

^rper and Row

Date

Name

9

_Sub -headings

Comments and Notes-

1.

Howard Brofskv

Developing Musical Pe rception*

Publisher: New York:
Addre s s

Chaoters;

5c

-

-r^n

Ed__ion,

92 /

;

.
„
Fcr'.vard

43

6+ XX

3

Pagination

.

oy Roger Sessions

A

Musical Examples from many cultural sources.
Western minority or non-classical music cultures
(i.e. Native American, folk, jazz, rock)

Pg.
or
Ex.=t

%

i

Total

of

*

Total

•

Pts

.

:

r'

Singing Game

(West African)

The Bird Has Come

1-14

(Bulgarian folk song)

Sourwcod Mountain (Turner lean folk song)
Gorcon, Roaerts & Kaufman, "Me, M-yself
sung by Billie .Holiday
19B

1.17

—
1.19

s<

I"

1

1.25

African Drums (West Africa)
Power in the Blood (hymn adapted by M. Paich
sung by Mahalia Jackson
.Move Members Move (spiritual; sung by Rosie Hibas

—

j

j

& Family)

—

EXAMPLES

Sonny Rollins Valse Hot 1956
OR

NUMBER

TOTAL

—

(Jazz)

1

1.27
!

2.4

—
2.11

2.30

Scott Joplin, Maple Leaf Rag (played by Joplin)

2.31

Did You Ever See A Lassie

3.4

(Folk Trad.)

Got Rhythm--Gershwin (sung by Ethel Waters)

Tamil Folk Song

1

i

I

2.12

Scott Joplin, Maple Leaf Rag (played by Joplin)

I

!

i

3.6

(Indian)

3.7

Got Rhythm (perf. by Ruby Braff-George Barnes
Quartet)
Gillespie S< Parker, Shaw 'Nuff (Gillespie a.
Parker perf.)
Cowboy's Lament LAmerican folk song su.ng by Burl
I

Ives)

Bonnie Wee Lass

3

.

13
1

1

3.15
1

(Scottish folk song-Burl Ives)

3

.It

1

1

!

TOTAL ETCAMPLSS FOR lA

17
|

i

268

A

—

Continued
Pg.

j

%

or
of
Pts
Ex.# Total

.

Total
Pts

.

M.
1

1

Reynolds, Little Boxes (sung by Pete Seeger)
Reese, wnicn Side Are You On?
(sung by
^ Pen^
Seeger)

4.14

S.

4.19

.

)

Lewis

-

Django

1

Atombe

Old Blue

M.

4.22

i

5.2

(Bulgarian)

5.3

(sung by Burl Ives)

Giant Steps
_

!

MJQ

(East African)

The Moon Shines

1

—

5.6

(Coltrane)

5.19

Reynolds, Little Boxes

(sung by Pete seecer)

Yancy, How Long Blues
^ood, Mean Old Bed Bug Blues
Smith)

5.3-

J.

J.
1

B.

Holiday,

(s.b.

"Fine and Mellow"
'

L.

Armstrong

-

5

.40

5

.

Bessie
41

5.42

-

"Muggles"

5.43

Parker, Relaxin' at Camarillo
King (i Josea, Be Careful with a Fool (s.b.
J. Winter)

C.

5.44

—

5.45

1

—

i

1

j

1

'

1

1

1

1

1

TOTAL EXAMPLES FOR LA

31

269

1.3
i<usic

=

rrom non-Western, ciassxcai traditions
Japan, Indonesia)

(i.e. Cliina,

?g.

Total
of
Pts.
Pts
Total

or

.

EX.=^:

BhimpalasI (sitar played by Ravi Shankar)
Dodoitsu

1

III

—

1

2.3

5.1

"
1

1
!

!
1

1

1

i

i

j

1

1

—

EXAMPLES

1

OT

^

!
1

NIIMUER

1—

—

i

—
—

TOTAL

i

1

Total Examples for IB
(-

TOTAL ECAMples PARTS lA and 13

i

33
!

Percent of Total Examples (Part LA and 13)
and IB oomtinea equal to 1C?4 or more of
total examples.
1 point for each 10%
(i.a. 12% = 1.2 ocxnts)

16.6
j

1

i

1.7
i

1

TOTAL POIOTS

5.8
!

j

270

2.

(The point 3ystani applies to secricns
A and

3)

^

Sections of text treating Western nonclassical sectiions
Chapter Headings:
2 pts./examDle
Sub-headings:
i ot
/examole

1

.

1

i

of

?ts

Total
.

Pts

Total

II

.

.

The T’Aieive-bar 3iues

a
i

1

1

1

i

"
[

1

1

!

!

L
i

I

i

1

TOTAL FOR 2A:
CON

3:
j

-

3

1

Sections treating non-Western, classical

NAT

PACT
1

1

1

—

TOTAL

i

j

1

1

Total for 23:
TOTAL PAGINATION PARTS 2A and 23)

—
a
i

’

Percent of Total Pagination

(Parts 2A and 23)

1

;

2A and 23 combined equal to 1C% or more of
total pagination.
I point for eacn 1C%
(i.a. 12% = 1.2 points)

i

0
1

!

TOT.AL POINTS

1
1

i

271

Aesthetic Approach
/5% or more
5 points
50% to 74%
3 points
25% to 493o
2 points
less than 25%
0 points

Fils

=

111

3.

'

.

/'o

Total
or
of
Hx = Total pts

—
.

.

(Product-centerad aooroach)

CHAPTER NAMES or SUB-HEADING NAMES

j

;

1

—

Part
1

—

'

Means and Possibilities

I:

1.

Sound and Texture

42

2.

Time and Movement: Rhythm

50

3.

Pitch and Movement: Melody

54

[

i

Part II:

Process and Design

:

[

1

4.

Means of Organization

24

5

Harmony

63

1

.

1

Part III:

Structure: Form and Function

6.

Sectional Organization

7.

Continuous Organization

32

28
r~‘

'

'

NATION

I

A Historical Context

j

I'AG

S.

A Chronology

9.

Style

34

j

TOTAI.

Sc

Music History: A Model of Procedure

42

(

1

1

I

Total pages devoted to aesthetic approacn

396

j

% of total pagination
i

100

TOTAL POINTS

'
i

^
j

j

I-congruxty of title or s-obtitla and
text.
(Book (-4); .Major .Head (-3); Chapter
(-2) Sub-head

1.

j

1

BOOK TITLE, .MAJOR HEADINGS,
CHAPTER TITLES, SUB-.HEADINGS

i

1

111
(-1)

gist of MATERIAL
SUMMARY OF CONTENTS

Pg. 1
1

Ex .T=
III.
1

1

Structure, Forms
Function

a,
1

!

Tota 1
Pts

j

.

j

1

Wesrern forms discussed i
illustrated (minuet, fuque
continuous rorm, scnerzo,
sonato) along with organizationai function

i

1

1

60

i

-2

1

1

1

i
1

IV.

Historical Context

Chronology starts -Aiith tra^itionai western nistoriCAi
periods

1

1

!

1

1

-2
1

i

j

1

n

.Medieval c400-cl400
.Renaissance 1400-cl600

1

Baroque 1600-1750
Classical 1750-1827
Romantic 1827-1900
20th Centurv

1

Only in 20th Century is nonWestern classical mentioned.
Style & Music His.t.:
A
Model of Procedure (1960Western (no mention
of non-Western)
ion

t
i

ilia

'ag

i

—

I'

1

1

1

1

!

!

1

1
i

1

1

i

1

i
1

1

!

1

j

j

1

'

J
1

1
1

1

i

^

TOTAL POINTS

137
1
1

273

File
5.

=f

111

Stated delimitations.
(Quotes) with oaae numbers
1 point if delimitation is cl'aarly
anthropological.

Ma.ximum

music written over

period of oerhaps eight c^nturiel !°
concentrating on

a

W^stermuric!'

before-and probably above all
in coTZl7inTTn^
col.eges and universities— it needs
to be tirelesslv emohasized
tnat music liXe every other art,
has existence and valuen^ iJs
Lr
.uite aistinct from its history,
athnologv, or its theorv
tito b^ understood in any
sense at all. """(F
^
llnTe\TlTl
(Foreword, p. x)

’

Remember, however that harmonic frameworks
differ from one
culture to another and even within cultures
from one historical period
to another.
(p. 153
)

P-

I

I

46,

paragraph

2

composer or composer-performer

274

non-Westsrn or Western ninoritv

—

1

—

Western rnajority culture objects
(.3 ot
Subjects of
ature (l.o ots.); non-Western-inajority
objects (2 ots
-on-Western-majority people (3 pts

,

)

1

)

^aor*c laox enlarged)
strands of sound intertwine

-leri.m

;

Pq,
.

•
1

1

Pts

-w

.

1

'Texture:
i.

Total

cr

)

.

the oartrcular way
interweave with one another

J

'•
i

Black tuba player

14

-

i

i

1
1

40

^

j

1

1

Non-distinguishable squash player (Art photo)

Abstract— Nude descending
R<^vi

stair-^av;

1

(Western obieri-

44

No. 2--Duchamp

•5

45

Sitsr & tsbls with oldver

1

.5

48

3

Black tympanist in predom. white band (approx.
65 oeoDlel
79
(uhxuugn suot^e manipulation or a oasic
^
ape
composers build unity & also new structural funrtinn^
jj
112
1

2

1

1.5

)

j

Waterdrops/Discrete pitches
Nautilus shell/sequentially repeated motive
Rice Terraces/ A particular way of building up
the world.
—Lh—t.ne creation of lanauanp

ILLUSTRATIONS

Egyptian hieroglyphics
Ot'

(peoole,

animals, obiects)

114

1.5

125

1.5

14^

2

150

3

Egyptian vase (sectional oraanizat^o^^^

156

2

American Indian pot (Continuous organiza^onj

156

2

Frank Lloyd Wright "Falling Water" house

164

i

NUMBEU

M.

C.

Escher .Hetamorphosis

16,

TOTAI,

Victor Vasarely, Oeta,

.

1959

173

Constantin Branaisi (Sculpture), The Kiss 1908

•

5

5

!

5

i

1

164

•5
1

t

Japanese Shamisen & player

1

—

—

African mbira
1

j

.

(John Coltrane

1

.

(

15x

.

(3^3,

5) +

^

(

3x1

-

'

+

10

.

5

;

*

(

(% of

I

3

9x2 T

1

78
1

1
1

1

1

)

^Q^-54

It more than 1C?4 of total illustrations,
each 1CD4 (i.e. 12% = 1.2 ooints)

POINi FACTOR
j

2
j

138

Percent ot Total Illustrations
1

176

1

I

P,

176

point foadjusted tota 1)

7.8
=

10.3
1

275

5-

—

Continued

Hi

File
Pg.

or Total
Ex.= Pts
.

1
1

Optical Illusion
192

Miles Da.vis

1

1

Mondrian-Compos ition in Red, Blue &
Yellow

1

Byzantine Mosque

1

Van Gogh,

— Ravina,

—

220

Italy

1

.5

233

.5

Starry Night

—

f—

—

2

Arp music synthesizer
Victor Hartman, Project for the City
Gate of Kiev
(Pictures at an Exhibition)

Victor Hartman, Bronze in the form
of Baba Yaga's Hut

—
j

232

266

1

!

1

1

Moorish Arch
^P^"ish Geld s. Silk arocaae/ An intricately
woven "
animated fabric

j

1

3
1

j

1

!

—

70

7

272

.

5

317

.

5

J

.

5

353

'

'

^
1

1

i

V

1

1

!

1

*

1

"

—

.

1

i

i

j

1

i

1

I

!
1

—

I

-

1

1

1

1
i

1

i

I^TOTAL POINTS

Transferred to pg

.

1

276

/.

1

Recommendad supplanenrary Matarlal (The
extant to

bv^tit^e^

—

primarily non-Westarn Source as discarnabia

Pg.

Total

or

Pts

Ex.

Jones,

:

1

1

1

,

La Roi,

Blues Peoole, N.Y.: Morrow
1963
onapiro, N., ^ M. Hincorr, Hear Me Talkin
to yT;
rEi' story
o. oazz 5. the Men v\ho Made It.
N.Y.: Dover, 1966
;=te.ns, Mars.naxl w., Tne story
ot Jazz.
M.Y.:
Oxford
Univ. Press, 1953

325

1

—

i

—
1

Tirro,

.King

Frank, Jazz:

A History.

N.Y.:

Oliver, Dippermouth Blues,

1923

j

Louis Armstrong, West End Blues,
1

Norton.

1977

1

(Epic)

1928

—224

1

(Columbia)
J

j

Lester Young, Ad-Lib Blues, 1940 (Jazz
Archives)
Sonny Rollins, Blue Seven,

Miles Davis, Walkin,
SUPI'LLMENTS

1961

1956

1

(Prestige)

1

Roy Eldridge & Earl Hines, Blues for Old,

—

1965

(Xandu)
'

.

I

Jim Hall, Two's Blues

(A

—

(Columbia)

blues in mi.nor)

,

1975

1

1

—

(CTI)

1

L
A1 Cohn, America the Beautiful,

1976

(Xanadu)

1

HLCOMMENDLD

Of

NUMIlLR

i

1

TOTAL

—

—

1

1

^

Percent of Total recommended sources
1 - THore tnan
or total reccrnmended sources,
i point for each iO^'o (l.e, 12% =1.2 points)
TOT.AL POINTS

^ Ex./lO +

%xl0=1.2+

.8

8

12
0

2

277

I

278

lU

File =
9.

The extant to whxch the writtan next
provides a gioba'
perspective ror viewing Western-classical
music.
.

In preface or introduction to
book (1 pt
In isolated chapters, fewer than
half '(I'pt.)
I.n all or moat chapter
beginnings
pts
.

.

-

.

General perspective

(2

-

throughout

ta.xt

.

(3

ots.)

3uotation

!

140

—

As an oddity of the history of music,
only seven
-etters came to represent the twelve tones
emploved in
Western music. When works are dealt with
in more completeness, the examples become more and more
Western
p.

1

—
?g.

j

140

i

1

1

The movement from perception of isolated asoerts
perception of these aspects as an inseparable whole
specific work with its unique emotional impact.

a

1

1

We will tnen go on to develop these givens
until you are able
to hear new aspects which contribute to
less familiar musical'
styles.
_Your musical taste will be expanded to include
more and dirferent; kinds of music.
.

.

TOTAL POINTS

xvii

Pts.

—

279

111
1C.

The exranr to which a
oarticioator'/ frane

studenc involvement is suggested

280

File li.

111

strong raccrrjnendations for oerfomances,
lecture
demonstrations as integral part of written text

Suggested as integral part of content (2 pts.)
Suggested as supplementary content/optional
(1 ot
Add one point for Non-Western emohasis

1

Pg. Total

or
Ex

.

j

Pts
.
j

Demonstrations" are used to introduce each new major
uoauepc, out in aa..n caae are listening
examples which illustrate the point very clearly and not live
oerformances

1

1

1

;

1

1

I

—
1

1

1

TOTAL PCIirrs

0
L-

281

282

1j

.

w'waiiiative assessT.er.t: nacatiiva for inta
-cu
ccr.tano of farad.

’

c

—

r
.Hi.Tua

I

por.o-

(- 1 )

for aac.h axampla doc-jmer.t ad

?5-

j

1

£x =

Total
?ts

.

i

i

.

.

1

Matariai 3ea"ii.ogly wa 1 1 -prasenred bor nissiro i.n
or wne coo.< ana ar inpcrzan- ‘cadence ooints

!

!

'•

^

-2

*

1

i

i

!

i

1

l.s.

Puttir.g It All Toaether
o and / wa finally bring togecner
tne various
aspacts of music which have been discussed
seDa^'afaly
uuy.iuuL v...e wOO,<.
We are at t.ne moment promised in 'the
l..trcdaction when you should be able to oerceive
c. t..e various aspects or music "not as
isolated factors, but
as parts of an inseparable whole."
Forms (such as ^he
mir...et, oonata form, ana rondo) etc.
(to end of book)
-.1

2

4

-1

i

1

i

,

.

.

.

...

!

234

-1

1

—
1

!

:

'

1

'

"

"

"

1

i

1

—

1

i

i

1

i

!

!

i
1

1

!

i

J

TOT.ajl

POINTS

-4

'

APPENDIX B
SUMMARY SHEET FOR
INDIVIDUAL TEXTBOOK ANALYSIS

284

SUMMARY SHEET FOR
Criteria:

Total
Pts
.

Non-Western-majority-non-classical

Non-Western-majority classical
Sections of non-Western-classical
majority

Aesthetic approach
Incongruity of title and text
Stated delimitations

Non-Western illustrations

Supplementary material
Integration of examples
Global Perspective for Western-classical

Participatory Approach

Advocacy of live performance
Music as an integrative art
Negative presentation of intercultural content
Comments

TOTAL

APPENDIX

C>

QUESTIONNAIRE FORM

286

SURVEY OF
FIVE COLLEGE MUSIC APPRECIATION
TEXTBOOKS
QUESTIONNAIRE
Name_

Title

Institution

Major instructional area(s)
Years of teaching in Higher Education?
Years of teaching Music Appreciation?
1.

Name of Music Survey course taught

Course Number:
2

.

3

.

Are students required to obtain one or more
textbooks
this course?
ves
no

Did you use the same text(s)

last year?

yes

4.

How many years have you used this text or
edition of the same one?

5.

Approximately what percentage of the course content
is supplied by the textbooks?
20% or less
b. 25%-40%
c
45%-60%
a

6.

7

.

a

d. 65%-80%
e. More than

previous

80°/,

How would you describe the approximate enrollment in
your class in terms of percentage?
a.
b.

% 1st year students

c.

^4

^4>

2nd year students
3rd year students

d.
e.

% 4th year students
% qraduate students

f.

could not provide
a meaningful estimate
I

What is the approximate percentage of enrollment in
your class from the other Five College institutions?
b.

none
10% or fewer

c.

20%-30%

^d.
^e .

40%-50%
More than 50%

287
8

.

How would you rate the major
textbook you a-e us ing
in terms of the following?

Not

Exce

Inadequate

Applicable

Superior

llent

Title

Good

Fair

(Appeal, Appropriateness)

Organizational Format
Appearance/l llustrations

Readability (Overall)
Size of print
Technical Level (for non-majors)
Literary Style

Cohesion/flow/clarity
Vocabulary
General Content
Scope
Accuracy
Pagination

—
—
!
1

p—

1

1

i

Price

!

Musical Examples
Number
Appropriateness
1
’

Diversity of Sources
Bibliographical Data

Accompanying or recommended AV or
supplementary materials

288
9

.

10

.

Approximately how many students do
you teach in your
music appreciation classes in
the course of a year?
Approximately how many students do
you teach in other
courses during an academic year?

I would like to schedule a
time to talk with you briefly
as a follow-up to this questionnaire.
Please indicate
some times which you would find
convenient for such a
m.eeting

Day

Date

Time

Day

Date

Time

Day

Date

Time

Please indicate a number where I may telephone
to confirm
mutually convenient meeting time and place.

a

Wo r k

Home

:

:

Phone number

best time of day

pnone number

best time of day

"

Thank you for your time and consideration

Beverly Gartin
Department of Music and Dance
Fine Arts Center #252
UNIVERSITY OF MASSACHUSETTS /AMHERST
Five College Courier

APPENDIX D
INTERVIEW FORMAT

290

INTERVIEW
The interview will be flexible
depending on what answers
are available from the syllabi
and from the questionnaires
1.

Could we please discuss item(s)
questionnaire?
(Could you elaborate on?

2

.

3.

from the

i.e. AV supply)

Is

(was) teaching music appreciation
primarily
personal choice or a departmental assignment?

a

How does (did) music appreciation fit into your
profes
sional priorities? Do you expect to continue to
teach
it?

4.

What course objectives have you set? What would you
lihe for your students to tahe with them from your
course? Have you articulated this in your syllabus?
MAY I PLEASE HAVE A COPY? Could you describe your
general teaching style?
(Lecture, discussion, general
format)

5.

What importance do you feel your department assigns to
music appreciation?
A.

Administrative commitment?

B.

Status

291
6

.

Do you feel you have enough
preparation time available
for your teaching of Music
Appreciation?

How much is required (needed?)

About how much preparation per
week would be optimum?

Breakdown:

Extra reading?

Researching supplementary materials?

Organizing presentation including
AV materials, tests, quizzes,
reserved materials etc.
7

.

Do you find a need to augment the
text in any major
way?
(See SYLLABUS)

Checklist:

Content
Scope
Specific interest
Emphasis
Perspective
Other

(s)

8.

What sort of supplementary materials have vou found
useful?

9.

How accessible are they?

What are some of your favorite sources? Do you have a
discography or bibliography which you can share or
sources which you can recommend?

292
10

.

Do you have a budget for supplies,
AV aids etc.?

Do you have cooperation from
your library?

11

.

12

.

How did you find the text your' re
using?

How often have you changed texts?

Why?

13

.

What are the greatest strengths of the text
you
are using?

What are its greatest weaknesses?

14

.

Do you feel the various sections of the text are well
^3,lanced in terms of subject~matter and emphasis?

Do you like the sequencing?
change it?

15

.

How would

(do)

you

Is there any part of your text which you feel merits
much more attention than others?

How do you provide for the extra emphasis?

293
16

.

Are there subject areas not
included which you feel
should be included?

How do you provide

17

.

18

19

20

.

.

.

a

supplement?

If pressed for time, which
chapters or sections of
the text would you most likely
omit or de-emphasize?
Why?

personal or professional training or
experiences
(workshops, conferences, reading,
travel, conversations, teaching, etc.) have particularly
influenced
your teaching of music appreciation or
the perspective from which you approach it?
Vftat

If you had time to write a music
appreciation text
or could influence text book writers, what
major
changes would you like to see?

The United States Government is advocating that educa
tional institutions present an international perspective in virtually every subject area. Do you feel
that music appreciation or music survey courses can
be valuable in that effort? Why or why not?
How?

Does such a perspective already exist?

APPENDIX E
LYRICS TO:
Coat ’of Many Colors
by Dolly Parton

Lift Ev'ry Voice and Sing
Words by James Weldon Johnson
(Music by J. Rosamond Johnson)

295

of Many Colors

by Dolly Parton
Back through the years i go wandering
once again
Back to the seasons of my youth
I recall a box of rags that
someone gave us
And how my mama put the rags to use
colors but every piece was small
And I didn t have a coat and it was
away down in the fall
ama sewed the rags together, sewing
every piece with love
he made my coat of many colors that
I was so proud of

And as she sewed she told a story from
the Bible she had
read
About a coat of many colors Joseph wore
And then she said perhaps this coat will
bring
you good luck and happiness
And I just couldn't wait to wear it and
Mama blessed it with a kiss.

My coat of many colors that my mama made for me
Made only from rags but I wore it so proudly
Although we had no money l was rich as l could be
In my coat of many colors my mama made for me.
So with patches on my britches and holes in both my
shoes
In my coat of many colors l hurried off to school
Just to find the others laughing and making fun of me
In my coat of many colors my mama made for me

And, Oh,

didn't understand it for I felt I was rich
And I told them of the love my mama sewed in every stitch
And I told them all the story mama told me while she sewed
And how my coat of many colors was worth more than all
their clothes
I
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Lift Ev'ry Voice and Sing

Lyrics by James Weldon Johnson
Rosamond Johnson
Lift Ev'ry Voice and Sing till
Ring with the Harmonies of
Let our rejoicing Rise high as
Let it resound loud as the

Earth and Heaven Ring
Liberty;
the listening skies,
rolling sea.

Sing a song full of the faith that the
dark past has
taught us
Sing a song full of the hope that the present
has brought
us

;

Facing the rising sun of our new day begun,
Let us march on 'till victory is won.

Stony the road we trod, bitter the chastening rod,
Felt in the days when hope unborn had died;
with a steady beat, have not our weary feet
Come to the place for which our fathers sighed?
We have come over a way that with tears has been watered.
We have come treading our path through the blood of
the slaughtered,
Out from the gloomy past 'til now we stand at last
Where the white gleam of our bright star is cast.

God of our weary years, God of our silent tears.
Thou who has brought us thus far on the way;
Thou who hast by Thy might, led us into the light.
Keep us forever in the path, we pray.

Lest our feet stray from the places, our God, where
we met Thee
Lest our hearts, drunk with the wine of the world,
we forget Thee
Shadowed beneath Thy hand. May we forever stand.
True to our God, True to our Native land.
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